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PREFACE
One o f Che most in te r e s t in g  q u estio n s  p re s e n tly  open to  m usi- 
c o lo g ic a l study  i s  th a t  o f t r a c in g  the  development o f W ebern's 
m ature s ty le .  This s ty le  i s  rem arkable fo r  i t s  h igh  degree of 
lo g ic a l  o rg a n iz a tio n , r ic h n e ss  o f s t r u c tu r a l  re so u rc e s , and 
in g e n u ity  o f developm ental p ro ced u res , as w e ll as i t s  in v en tiv e  
m u s ic a lity .
W ebern's in s is te n c e  on the  v a l id i t y  o f th e  a p p lic a t io n  o f lo g ic a l  
o rg a n iz a tio n  to  music has r a r e ly  been d iscu ssed  in  th e  con tex t o f h is  
in t e l l e c t u a l  and m usical background. Many o f h is  post-w ar adheren ts  
v e n e ra te  him fo r  t h i s  in s is te n c e ,  im plying he was a lo g ic a l  p o s i t i v i s t .  
W ell-inform ed, co n sc ien tio u s  m usicians and a e s th e te s  who oppose him 
g e n e ra lly  do sojon th i s  p o in t. Some have found W ebern's music to  
be a summit in  a long l in e  o f m usical and hum an istic  t r a d i t io n ,  w hile 
o th e rs  have considered  i t  to  be a parody o f th a t  t r a d i t i o n .  Although 
th e  reason ing  put f o r th  by th e se  groups i s  im portan t bo th  m u sica lly  
and p h ilo so p h ic a lly , i t  is  p o s s ib le  th a t  none o f them a sse sse s  W ebern's 
in te n tio n s  as th ey  were fo rm ulated .
I t  seems th a t  th e  problem o f the  use o f lo g ic  in  music p re ­
occupied Webern fo r  most o f h is  a d u lt  l i f e ,  and th a t  the  com positional 
a lg o rith m  which he f i n a l ly  adopted was based on bo th  p h ilo so p h ic a l 
and m usical p r in c ip le s .  These p r in c ip le s  a re  s im ila r  to  c e r ta in  
tre n d s  o f p h ilo so p h ic a l thought c u rre n t in  th e  f i r s t  decade o f the
i i
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tw e n tie th  cen tu ry , when Webern was a tte n d in g  the  U n iv e rs ity  of Vienna.
The p rocess  o f a b s tr a c t io n  seems to  be p a r t i c u la r ly  c ru c ia l  to  
an u n d erstand ing  o f W ebern's use o f lo g ic . This p rocess has a s p e c ia l  
meaning in  th e  co n tex t o f e a r ly  tw en tiech -cen tu ry  Viennese though t.
W ebern's con tem poraries a r c h i te c ts  Adolf Loos, jo u r n a l i s t  K arl K raus, 
L oo 's f r ie n d  and p u p il ,  p h ilo sopher Ludwig W ittg e n s te in , and W ebern's 
te ac h e r and l i f e lo n g  f r ie n d , Arnold Schoenberg, shared a deep in te r e s t  
in  th e  im p lic a tio n s  of th i s  p ro cess .
I t  seems th a t  th e se  men thought th a t  a b s tr a c t io n  im p lies  a 
g e n e ra l iz a t io n  of p e rc e p tio n  o f c o n fig u ra tio n s  o ccu rrin g  in  the  r e a l  
w orld. This g e n e ra l iz a t io n  i s  conceptual in  n a tu re , fo r  the p e rcep tio n  
o f c o n fig u ra tio n s  depends upon the in d iv id u a l who produces th e  
g e n e ra l iz a t io n . A b s tra c tio n  is  a means of looking  behind appearances, 
h y p o th esiz in g  the  causes fo r  th e i r  form al c h a r a c te r i s t i c s .  These 
c h a r a c te r i s t i c s  can be d iv id ed  in to  those which make th e i r  causes c le a r ,  
and those which confuse th e  p e r c e p t ib i l i ty  o f th e se  causes by in t r o ­
ducing i r r e v e la n t  m a te r ia l .  With regard  to  the  c re a t io n  o f .new-works 
o f a r t ,  i t  was thought th a t  the  e lim in a tio n  o f the  l a t t e r  type of 
c h a r a c te r i s t i c  improved the  co n fig u ra tio n  by p e rm ittin g  c l a r i f i c a t i o n  
o f i t s  meaning or fu n c tio n . This somewhat n e o -c la s s ic  view  o f the  
ro le  of a b s t r a c t io n  in  a r t  seems com patible w ith  c e r ta in  passages in  
W ebern's pub lished  w r it in g s .
W ebern's m ature s ty le  p re sen ts  an a d d it io n a l  problem. The te ch ­
n iques o f s t ru c tu re  and development which he uses a re  c e r ta in ly  derived  
from th ose  o f the  p a s t .  However, h is  s ty le  cannot be sa id  to  d is p la y  
lo g ic a l  c o n tin u ity  w ith  t r a d i t io n a l  s ty le s  such as th o se  o f J .  S. Bach,
i i i
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Beethoven-, Brahms, and M ahler. Webern adopts the  lo g ic a l  p rocedures 
o f th e se  s ty le s ,  but g e n e ra lly  forms systems out o f them which are  
isom orphic to  m athem atical c y c lic  groups of f i n i t e  o rd e r. These 
system s, u n lik e  those appearing  in  e a r l i e r  works, a re  c lo sed , and can 
be co n stru c ted  to  cover a l l  d e s ire d  c o n fig u ra tio n s . The use o f th ese  
system s seems to  be an e x ten s io n  o f the  techn ique o f p i tc h  s e r i a l i z a ­
t io n  developed by W ebern's te a c h e r , Arnold Schoenberg. Whether the  
fo rm ation  o f such systems in  music i s  d e fe n s ib le  from a m usical 
s tan d p o in t seems to  r e s t  on o n e 's  su b je c tiv e  m usical in s ig h t .  The 
p re sen t study  co n ta in s an a ly ses  which are  o b se rv a tio n s  o f the  s t r u c tu r a l  
u t i l i t y  o f these  system s, w ith o u t judg ing  th e i r  moral r e c t i tu d e .
For p r a c t ic a l  re a so n s , th e  p re sen t s tudy  i s  based only upon
m a te r ia l in  p r in t  a t  th e  tim e o f i t s  fo rm ation . Unpublished documents,
p a r t i c u la r ly  those in  th e  r e c e n t ly  formed Webern a rc h iv e s , undoubtedly
co n ta in  in fo rm ation  o f immense im port to  the  conclusions drawn h e re .
S im ila r documents o f W ebern's contem poraries a re  g ra d u a lly  becoming
a v a i la b le ,  as a re  r e p r in ts  o f sem inal p e r io d ic a ls  such as Per Fa eke 1*~
2and Per B renner, w ith  which Webern was a p p a ren tly  fa m il ia r .  The 
study  o f th ese  m a te r ia ls  should open a p ro d uctive  f i e ld  fo r  fu r th e r  
study  o f to p ic s  sketched h e re .
Two im portant s tu d ie s  o f W ebern's Vienna have re c e n tly  been
3 Ap u b lish ed : W ittg e n s te in 's  Vienna and The A u strian  Mind. Both
s tu d ie s  a re  broad in  scope, d isc u ss in g  s o c ia l  and in te l l e c t u a l  tre n d s  
o f an e n t i r e  e ra  in  an i l lu m in a tin g  manner, bu t bo th  are  hazy w ith  
regard  to  s p e c if ic  m u sico lo g ica l developm ents o f th e  tim e. These
iv
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s tu d ie s  appeared too la t e  to  be included in  the  fo rm u la tio n  o f the  
f i r s t  th re e  c h ap te rs , a lthough  th ey  g e n e ra lly  support hypotheses 
advanced th e re . The s tu d ie s  a re  used in  th e  fo u r th  c h ap te r , which 
r e l a t e  W ebern's philosophy to  th a t  o f o th e r tw e n tie th -c e n tu ry  th in k e rs .
This study was made p o ss ib le  through the  h e lp  o f many persons.
The au tho r would p a r t i c u la r ly  l ik e  to  thank Dr. W allace McKenzie fo r 
h is  p a tie n c e , in s ig h t ,  and enoouragem ent, Dr. Kenneth Klaus fo r  
in tro d u c in g  the  au thor to  the  hu m an is tic  n a tu re  o f W ebern's s ty le ,  
and Dr. F red e rick  Crane, whose s c h o la r ly  approach to  m usical c r i t ic is m  
g enera ted  th e  nucleus o f the s tudy . In  a d d it io n , m athem aticians 
Dr. Gordon P a l l ,  Dr. Richard Anderson, and Dr. Pasquale P o rc e ll i  
provided  in d isp e n s ib le  c lu es  to  W ebern's com positional procedures 
and p e rs o n a li ty  t r a i t s ,  and Dr. B u r tis  C as le r b rav e ly  ven tu red  in to  
reg io n s  j u s t l y  dangerous to  m athem aticians to  v e r i f y  th e  conclusions 
reached in  the  f i r s t  c h ap te r . Dr. Robert Chumbley o f the  French 
departm ent provided the  c a ta ly s t  which gave th e  s tudy  i t s  in te n t  and 
f in a l  c o n fig u ra tio n . The School o f  G eoscience and th e  School o f 
F o re s tiy  provided the  f in a n c ia l  means w ith  which to  study  and w r ite .  
Susann F in le y , th a t r a r e s t  o f b e in g s , an in t e l l i g e n t  t y p i s t ,  provided 
in d isp e n s ib le  a s s is ta n c e .
Most o f a l l ,  however, Webern h im se lf must be thanked — my 
u n fa i l in g  V irg i l ,  a tru e  guide th rough many uncharted  a re a s  o f thought.
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ABSTRACT
An in v e s t ig a t io n  o f the lo g ic a l ,  p h ilo so p h ic a l, and m usical 
background of the  use o f r a t io n a l  s t ru c tu re s  in  the la te  works of 
Anton Webern i s  undertaken . The s ig n if ic a n c e  o f th e se  s tru c tu re s  
is  a lso  considered .
R ational s t ru c tu re s  a re  d e fin ed , fo r  t h i s  purpose, as s e ts  of 
e n t i t i e s  and re la t io n s h ip s  over a symbolic language, which a re  
s u f f i c i e n t ly  r ig o ro u s  to  be lo g ic a l ly  d e f in a b le . The lo g ic a l r e q u ire ­
ments o f the  ex is ten ce  of such s t ru c tu re s  a re  g iven . The co n d itio n s  
under which they  can be ap p lied  to  music a re  a lso  d iscu ssed , in  
con junction  w ith  the  l im ita t io n s  o f schem atic re p re se n ta tio n  o f the 
music to  be analyzed .
A model fo r  the a p p lic a t io n  o f th ese  s tru c tu re s  to  music which 
resem bles a model which may have been known to  Webern is  co n s tru c ted . 
This model i s  te s te d  by fo u r an a ly ses  o f W ebern's la te  works, using  
d i f f e r e n t  schem atic re d u c tio n s  o f m usical s t ru c tu re .
P o ss ib le  reasons fo r  the  e x is te n c e  o f r a t io n a l  s tru c tu re  in  Webern' 
m ature s ty le  a re  in v e s t ig a te d . An h y p o thesis  o f W ebern's personal 
philosophy reg ard in g  such s tru c tu re s  i s  developed, and compared w ith  
s im ila r  ph ilo so p h ies  o f some of h is  non-m usical contem poraries. These 
p h ilo so p h ies  have b earin g  on the  a n a ly t ic a l  method developed in  the 
study.
I f  the d isc u ss io n  p resen ted  i s  used w ith in  i t s  g iven  l im i ta t io n s ,  
i t  may provide a b a s is  fo r  g en era lized  in v e s t ig a t io n  o f the  c ap a c ity
x i
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and c r e d i b i l i t y  of a l l  m usical a n a ly s is  which i s  sy s te m a tic . The 
procedures used can be expanded to  non-Webernian m usical a n a ly s is ,  
so long as th e  r e s u l t s  obtained  y ie ld  m usical in s ig h t .
The s tu d y , th en , assumes two fu n c tio n s . I t  p ro v id es  and a sse sse s  
a procedure by which th e  r a t io n a l  s tru c tu re s  found in  W ebern's l a t e  
works can be analyzed , observ ing  the  fu n c tio n  and d e r iv a t io n  o f th e se  
s t r u c tu r e s .  I t  a ls o  ex p lo res  the  im p lic a tio n s  o f t h i s  p rocedu re , 
in d ic a t in g  fu r th e r  work to  be done in  many connected a re a s  o f s tudy .
x i i
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CHAPTER I  
THE COMPATIBILITY OF LOGICAL 
STRUCTURE AND MUSIC
In tro d u c tio n
A foundation  fo r  a n a ly t ic a l  p rocedures s u i ta b le  to  W ebern's
h ig h ly  lo g ic a l  la te  works is  p o s tu la te d  in  t h i s  c h ap te r . The m usical
and lo g ic a l  requirem ents fo r  t h i s  fo u n d a tio n  a re  a lso  d iscu ssed , so
th a t  i t s  r e l i a b i l i t y  can be known.
The approach taken in  th i s  c h ap te r  i s  suggested by a le c tu re
g iven  by Webern on F ebruary  20, 1933.
J u s t  a s  a re se a rc h e r  in to  n a tu re  s t r iv e s  to  d isco v e r the 
ru le s  o f o rder th a t  a re  the  b a s is  o f n a tu re , we must s t r iv e  
to  d isco v e r the  laws accord ing  to  which n a tu re , in  i t s  
p a r t i c u la r  m a n ife s ta tio n  "man," i s  p ro d u c tiv e . And th i s  lead s  
us to  the  view th a t  the  th in g s  t r e a te d  by a r t  in  g e n e ra l, w ith  
which a r t  has to  do, a re  n o t " a e s th e t ic ,"  bu t th a t  i t  i s  a 
m a tte r  of n a tu ra l  laws, th a t  a l l  d is c u s s io n  o f music can only  
take  p lace  along th ese  l in e s .
The conceptual na ture  o f th ese  laws i s  c l a r i f i e d  by one o f Schoenberg 's
s tu d en ts  as fo llo w s:
"Fundamental p r in c ip le "  means "fundam ental law ."  Though the 
a ttem p t to  deduce the  laws o f a r t  w i l l  p robab ly  always be f u t i l e ,  
we never give up search ing  fo r  them. What we u lt im a te ly  fin d  
a re  but the o b sessio n s, or the  p re v a il in g  concepts o f  a period  
o r o f an in d iv id u a l.
"Fundamental p r in c ip le s "  may be d e fin ed  as obsessions 
which have been so long m ain tained  as to  seem u n iv e rs a l .
In  r e t r a c in g  the  s te p s  by which Webern a r r iv e d  a t  h is  mature
s ty le ,  h y p o th e tic a l underly ing  "law s" fo r  th e  g en e ra l use o f lo g ic a l
forms in  music are  p o s tu la ted  in  t h i s  c h ap te r . T his 1b accom plished
1
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by study  o f the assum ptions upon which c u rre n t p ra c t ic e s  of a n a ly s is  
and c r i t ic i s m  of the  a r t s ,  sy stem atic  m usical a n a ly s is ,  and standard  
lo g ic a l  p ra c t ic e  a re  based.
The re c o g n itio n  o f th ese  prem ises seems n ecessa ry  to  a non- 
s u p e r f ic ia l  d isc u ss io n  of r a t io n a l  s t ru c tu re s  in  W ebern's music.
I t  i s  assumed th a t  Webern thought through m ost, i f  not a l l ,  of 
th e se  prem ises b efo re  imbedding such s t ru c tu re s  in to  h is  music.
The knowledge of l im ita t io n s  and powers o f lo g ic a l  procedure in  
music a ls o  enable one to  a sse ss  w ise ly  th e  r e s u l t s  o f m usical 
an a ly ses  which cope w ith  r a t io n a l  s t r u c tu r e s ,  as any a n a ly s is  of 
W ebern's mature s ty le  must do.
In  the  f i r s t  s e c tio n , some b a s ic  concepts a re  o u tlin e d  which 
seem to  .u n d erlie  contem porary m usical a n a ly s is .  T hese . concepts 
can be used to  help  in su re  the c o m p a tib ility  of lo g ic a l  procedure 
and m usical p ra c t ic e .
In  the second s e c tio n , s p e c if ic  problems a re  examined which 
a r i s e  when lo g ic a l  s tru c tu re  i s  app lied  to  a g en era l m usical s i t ­
u a tio n . In  p a r t i c u la r ,  a g enera l s tru c tu re  which p e r ta in s  to  cu r­
re n t  ty pes o f m usical re p re se n ta tio n s  i s  shown.
In  the  th ir d  s e c tio n , a model fo r  imbedding lo g ic a l  s tru c tu re s  
in  the  a r t s  from a lo g ic a l  s tan d p o in t i s  co n stru c ted  and d iscu ssed . 
The in fo rm atio n  o f t h i s  s e c tio n  i s  included  to  in su re  th a t  a n a ly s is  
done in  l a t e r  ch ap te rs  makes sense lo g ic a l ly  as w e ll as m u sica lly .
I t  seems th a t  i f  bo th  lo g ic a l  and m usical requ irem en ts a re  no t met, 
a ttem p ts  to  handle r a t io n a l  s tru c tu re s  in  a n a ly s is  w i l l  be f u t i l e .
The ch ap te r as a whole i s  n o t p r im a rily  concerned w ith
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a r t i s t i c  or m usical m a n ife s ta tio n s  o f s t ru c tu re ,  but r a th e r  w ith  the  
co n d itio n s  which the  use of lo g ic a l  procedure re q u ire s  when th a t  p ro­
cedure i s  ap p lied  to  the a r t s ,  and music in  p a r t ic u la r .  These con­
d i t io n s  seem to  be underly ing  laws by which one i s  ab le  to  compose 
or analyze in  a c o n s is te n t manner.
S ec tion  1. M usical A n a ly s is ; B asic Assumptions
For the  purposes o f the  fo llow ing  d isc u ss io n , a n a ly s is  i s  de­
fined  as th e  p rocess o f g a th e rin g  in fo rm ation  from o n e 's  p e rcep tio n s  
o f a g iven o b je c t , such as a m usical work. C ritic ism  i s  de fin ed  as 
the  p rocess o f  p ass in g  judgement upon the r e s u l t s  o f a n a ly s is .  The 
s e c tio n  i s  p r im a rily  an exam ination o f the fundam ental assum ptions 
which seem to  u n d e rlie  the  procedures o f a n a ly s is ,  I t  seems th a t
these  assum ptions can be de fin ed  most p re c is e ly  by showing th e  p a t­
te rn s  o f thought from which they  sp rin g . These p a tte rn s  of thought 
apply  to  a l l  k inds o f lo o se ly  o r t i g h t ly  organized system s, not 
j u s t  m usical system s or p rocedures.
The f i r s t  of th e se  assum ptions may be s ta te d  as fo llo w s : an
a n a ly s is  i s  only  a m odelling  o f an a c tu a l ,  perceived  o b je c t . I t  
i s  a re c o n s tru c tio n  o f the  o b je c t whose co n fig u ra tio n  probab ly  does 
no t d u p lic a te  th a t  o f the  o r ig in a l  o b jec t in  every  re s p e c t. For 
example, even an ex h austive  a n a ly s is  o f a randomly se le c te d  m usical 
work tends n o t to  y ie ld  a l l  the in fo rm ation  which might be ob tained  
from the  work by p lay in g  i t ,  l i s te n in g  to  i t ,  or th in k in g  about 
i t  in  r e l a t io n  to  o n e 's  own p ersonal l i f e .
A d is c u ss io n  of the  procedures of m usical a n a ly s is  i s  a lso  a
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m odelling . I t  i s  not claimed th a t  th i s  d isc u ss io n  o r any o th e r of 
a s im ila r  n a tu re  i s  anyth ing  more than  an approxim ation  o f the  
a c tu a l  p ro cess  o f a n a ly s is . Thus, u n co n d itio n a l accep tance o f i t s  
r e s u l t s  i s  no t thought to  be j u s t i f i a b l e .
The second assum ption is  th a t  the  o b je c t amounts to  more than 
i t s  p e rc e iv a b le  c h a r a c te r i s t ic s ,  and th a t  the  meanings a sso c ia te d  
w ith  th e se  c h a r a c te r i s t ic s  a re  not com pletely  sep a rab le  from the  
meanings a sso c ia te d  w ith  the r e s t  of the  o b je c t . For example, the 
r e s u l t s  of a harmonic a n a ly s is  o f a m usical work g a in  g re a t ly  in  
meaning i f  th e se  r e s u l t s  a re  examined in  the co n tex t in  which they 
occur. A lthough one can consider these  r e s u l t s  independen tly , 
th a t  i s ,  one can g en e ra liz e  the  fu n c tio n  o f c e r ta in  chords, the  
a c tu a l s ig n if ic a n c e  o f the chords w ith  r e l a t io n  to  th e  m usical work 
can only  be understood i f  one looks a t  the way in  which they  occur 
in  the  work i t s e l f .
Suppose th a t  th ese  p e rce iv ab le  c h a r a c te r i s t i c s  a c tu a l ly  formed 
a c lo se d , independent system fo r  a l l  m usical works such th a t  th e i r  
r e a l i z a t io n  in  music was determ ined only by fa c to r s  in te rn a l  to  
th a t  system . Then no programmatic, t e x tu a l ,  p sy ch o lo g ica l, or o th e r 
such c o n s id e ra tio n s  could a f f e c t  the way in  which th a t  music could 
be put to g e th e r . But, i t  i s  a m atte r o f h i s to r i c a l  f a c t  th a t  these  
c o n s id e ra tio n s  have had such e f f e c t .  I t  i s  indeed p o ss ib le  to  
compose music which i s  not a ffe c te d  by such c o n s id e ra tio n s . However, 
i t s  a n a ly s is  c o n s is ts  of i t s  id e n t i f ic a t io n  w ith  an a b s tr a c t  
s t ru c tu re  w ithou t a d i r e c t  m usical meaning. Such an id e n t i f ic a t io n  
would be complete and f i n a l ,  and would y ie ld  l i t t l e  o r no in form ation
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of value  to  the  m usic ian .
I t  seems th a t  th e  second assum ption im p lies  th a t  th e re  does 
no t e x is t  a comprehensive a n a ly t ic a l  system  in  which the  whole o f 
m usical form can be imbedded. This conclusion  i s  com patible w ith  
a s im ila r  one in  fo rm a lis t  lo g ic . But i t  seems th a t  the  only 
form al systems which can be apprehended com pletely a re  those 
w ith in  a fo rm a lis t lo g ic , and th en , on ly  w ith  r e la t io n  to  the  
lo g ic  which co n ta in s  them.
The th i r d  assum ption has been th e  su b jec t o f much co n tro v ersy
in  th i s  cen tu ry  among c r i t i c s  and a n a ly s ts  in  the  a r t s ,  such as
Nelson Goodman, Rudolph Carnap, and th e  members o f the French
3
s t r u c t u r a l i s t  movement. I t  seems th a t  the  use o f the  f i r s t  two 
assum ptions im p lies  th a t  th e  t r a d i t io n a l  p o s it io n  in  th i s  
co n troversy  be taken .
This assum ption i s  th a t  u n less  th e  c re a to r  o f a work o f a r t  
i s  working com pletely w ith in  a form al system such as th a t  d escribed  
on page 2, h is  work w i l l  n o t be contained in  any r ig o ro u s  form al 
system . On the  c o n tra ry , th e  a n a ly s t must a n t ic ip a te  the  p o s s i­
b i l i t y  th a t  the work may be a conglom erate o f c o n tra d ic to ry  system s, 
e x h ib it  am biguity  w ith in  a s in g le  system , o r imbed a c o n s is te n t 
system w ith in  an i l l o g i c a l  framework. Such excep tions a re  not 
c o n s is te n tly  thought to  be bad in  the  a r t s .  They may be thought 
o f as c lu es  to  the  c r e a to r 's  in te n t io n s .  For example, the d isso n an t 
chord o ccu rrin g  in  B eethoven 's N inth Symphony im m ediately b efo re  
the  f i r s t  e n try  o f the b a r ito n e  s o lo i s t ,  fo u r th  movement, may have 
been w r i t te n  in  e r r o r ,  s in ce  i t  v io la te s  commonly accepted ru le s  
o f harmony. On the o th e r  hand, the  chord may be an ex p ress io n  of
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B eethoven 's fe e lin g s  a t  th a t  p o in t In  th e  m usic, c o n tra s tin g  w ith  
the  consonance o f the  theme which Is  to  be In troduced  In  a few 
m easures.
The fo u r th  and f i f t h  assum ptions serve  as th e  l in k  between 
m usical a n a ly s is  and lo g ic a l  p rocedure. The fo u r th  assum ption I s  
th a t  th e  a n a ly s t uses an a p r i o r i  s e t  o f  e x p e c ta tio n s  w ith  which 
to  measure the  work. This s e t  may c o n s is t  o f  th e  a n a ly s t 's  p r io r  
ex p erien ce , h is  m usica l, I n t e l l e c tu a l ,  em otional, and o th e r 
c a p a c it ie s  and knowledge, as w e ll as a s p e c i f ic  s e t  o f a n t ic ip a t io n s  
based on h is  p r io r  knowledge o f th e  b io g ra p h ic a l and m usical 
co n tex t o f the work a t  hand. His a n a ly t ic a l  in te n t io n s  a re  
in te rd ep en d en t w ith  the  con ten t o f h is  s e t  o f e x p e c ta tio n s .
By th e  f i f t h  assum ption, a n a ly t ic a l  p rocedures a re  d iv ided  in to  
sy stem a tic  and in tu i t i v e  c a te g o r ie s . By means of w e ll-e s ta b lis h e d  
lo g ic a l  p r in c ip le s  connected w ith  t h i s  d iv is io n ,  some o b serv a tio n s  
can be made concerning the  c ap a c ity  o f  a g iven  procedure to  o b ta in
knowledge o f  a c rea ted  o b je c t . The sy s te m a tic  method presumes
th a t  even ts  which a re  not p re c is e ly  id e n t ic a l  a re  c a lle d  id e n t ic a l .  
For example, a c e r ta in  s e t  of n o tes  i s  c a lle d  a to n ic  chord reg a rd ­
le s s  o f i t s  vo ic in g  o r i t s  p o s i t io n  in  the  tem poral flow  of the
work, provided no m odulation has o ccu rred . However, th e  choice o f 
which even ts  w i l l  be c a lle d  id e n t ic a l  i s  e n t i r e ly  up to  the  person  
fo rm u la tin g  the sy stem a tic  p rocedure. For example, i f  he happens 
to  decide  th a t  a m odulation has occurred  in  a work where key r e ­
la t io n s h ip s  a re  not c le a r ,  he may th e reb y  imply th a t  a c e r ta in  
chord i s  to n ic  when i t  might no t o th e rw ise  be thought to  be so.
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While some choices may prove to  be more f r u i t f u l  than  o th e rs ,  I t  
I s  sometimes d i f f i c u l t  to  show th a t  one p a r t ic u la r  choice I s  th e  
b e s t p o ss ib le  one to  make.
A sy stem a tic  procedure has c e r ta in  advan tages. I t  can ex­
tend o n e 's  p e rc e p tu a l and in te r p r e ta t iv e  a b i l i t y .  On the  6 th e r  
hand, l ik e  a l l  a p r i o r i  e x p e c ta tio n s , i t  can b ia s  o n e 's  apprehen­
s io n , and i t s  use r e s u l t s  in  an a p p a ren tly  in e v ita b le  lo s s  o f 
in fo rm a tio n . For example, i f  one hunts fo r  a p rev io u s ly  decided 
p a t te rn  in  one o f W ebern's m ature works, he i s  l ik e ly  to  fin d  
i t  w hether or no t Webern was aware o f using  i t  and overlook 
p a t te rn s  which may be much more im portan t s t r u c tu r a l ly .  The 
s t r a te g y  o f look ing  fo r  p a t te r n  r e p e t i t io n ,  however, i s  g e n e ra lly  
u se fu l in  th e  a n a ly s is  of th e se  works.
A s t r i c t l y  i n t u i t i v e  approach to  a n a ly s is  has the  advantage 
o f l e t t i n g  one use the  t o t a l i t y  o f h is  experience  and knowledge 
to  bear on a g iven  s i tu a t io n ,  m eeting the  requ irem ents o f  s i tu a t io n s  
as they  change. However, t h i s  approach seems to  s u f fe r  from a lack  
o f q u a n ta tiv e  r e l i a b i l i t y .  I t  la ck s  permanence, and a u to m a tic a lly  
excludes th e  re c o g n itio n  o f  r a t io n a l  system s. For example, i t  i t  
p o ss ib le  to  perform  th e  F o u rth  Symphony o f Brahms w ith  th e  fe e l in g  
th a t  one i s  ex p erien c in g  i t  to  the  g re a te s t  of o n e 's  m usical 
c ap a c ity , and a fte rw a rd s  be unable to  remember a s in g le  one o f 
i t s  them es, l e t  a lone  the  in t r i c a c i e s  o f i t s  form.
The s ix th  and l a s t  assum ption seems to  be supported by the  
o th e r  f iv e .  A lthough t h i s  assum ption was fundam ental to  m etaphysics 
fo r  a t  le a s t  f iv e  hundred y e a rs , i t  i s  no longer g e n e ra lly  accep ted
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in  a l l  d i s c ip l in e s ,  e s p e c ia l ly  those w ith  rig o ro u s  fo u n d a tio n s . I t  
may be s ta t e d :  the p e rc e p tib le  c h a r a c te r i s t i c s  o f a c rea ted
o b je c t depend d i r e c t ly  upon i t s  c re a to r .  Then, th e se  c h a r a c te r i s t ic s  
a re  known to  him in  a d i f f e r e n t  and more complete sense th an  they  
can be known by anyone e l s e .  One's knowledge o f th i s  o b je c t can 
only  be c a lle d  " tru e "  i f  i t  is  com plete. Since th e  c r e a to r 's  know­
ledge of t h i s  o b je c t a t  l e a s t  su rp asses  anyone e l s e 's  knowledge 
of i t ,  no one e ls e  can claim  an e n t i r e ly  " tru e "  knowledge o f i t .
For example, i t  may be assumed th a t  th e  composer o f a work knows 
why he w rote i t  as he d id  and would recogn ize  th e  s l i g h t e s t  d ev ia ­
t io n  from h is  in te n t io n s ,  o r from i t s  sc o re , in  a perform ance.
This s ta tem en t i s  probably  more accu ra te  fo r  e x tra o rd in a ry  composers 
than  fo r  composers s e le c te d  a t  random.
By t h i s  assum ption, the  a n a ly s t can know th e  c re a te d  o b je c t 
on ly  th rough c irc u m s ta n tia l evidence p resen ted  by the  c o n fig u ra tio n  
o f th e  o b je c t and h i s to r i c a l  in fo rm ation  about th e  o b je c t and i t s  
c r e a to r .  I t  seems th a t  th e  r e s u l t  o f such a n a ly s is  must rem ain 
h y p o th e tic a l  except where i t  i s  q u a n t i ta t iv e ,  and th a t  q u a n t i ta t iv e  
measurement per se i s  not l ik e ly  to  y ie ld  more th an  in d i r e c t  ap­
proaches to  " tru e "  knowledge o f  a work. For example, we can only  
guess a t  the  p re c ise  in te n tio n s  of Dufay. Q u a n tita tiv e  a n a ly s is  
o f h is  works may s u f f ic e  to  d is t in g u is h  them from the  works of 
h is  con tem poraties , bu t does l i t t l e  to  il lu m in a te  our sea rch  fo r  
th ose  in te n t io n s .
These assum ptions might seem t o  d ep riv e  the a n a ly s t o f u ltim a te  
purpose. "True" knowledge o f music i s  noL o b ta in a b le  by a n a ly t ic
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procedures a lo n e . The re d u c tio n  of music to  a fo rm a lis t  system  
I s ,  by d e f in i t io n  o f such a system , m eaningless in  i t s e l f .  System- 
iz a t io n  as a procedure lead s  to  a re d u c tio n  o f  meaning, as does the  
r e je c t io n  o f sy s te m iz a tio n . The in te r p r e ta t io n  o f th e  r e s u l t s  
o f a n a ly s is ,  which may be c a lle d  c r i t ic is m , cannot be more r ig o ro u s  
and complete th an  the  r e s u l t s ,  and th e  r e s u l t s  a re  ambiguous.
However, th ese  p rocedures and r e s u l t s  which have l i t t l e  value 
in  them selves may be used as a means o f o b ta in in g  in fo rm atio n .
This in fo rm atio n  can en la rg e  the  m usical thought and c a p a b i l i ty  
o f the  a n a ly s t ,  no t on ly  as a person in te re s te d  in  the  s t ru c tu re  
of m usic, b u t a lso  as a perform er and l i s t e n e r .  The v ery  am­
b ig u ity  o f in t e r p r e ta t io n  o f the  r e s u l t s  o f  a n a ly s is  enab les 
one to  p o s tu la te  v a rie d  meanings which may g en era te  f r e s h  m usical 
id e a s . These id eas  can in  tu rn  m otivate  one to  expand o n e 's  
understand ing  o f  what th e  t o t a l i t y  o f music i s  and can be.
I f  c r i t ic i s m  could be made rig o ro u s  and com plete, th e re  
could be a com plete, d e f in i t iv e  ex p lan a tio n  o f  B eethoven 's N inth 
Symphony, c o r re c t  fo r  a l l  tim e. Then, th a t  work would never again  
s tim u la te  f r e s h  p ro d u c tio n  o f m usic. I t  seems th a t  the  u ltim a te  
r e s u l t  of such a n a ly s is  would be the  end of music i t s e l f .
The d isco v e ry  o f in fo rm atio n  which expands o n e 's  concept o f 
music can be c a lle d  th e  a c q u is i t io n  of in s ig h t .  I t  may be sa id  
th a t  accum ulated in s ig h t  i s  a m u s ic ian 's  " tru e "  p e rso n a l knowledge 
of music as a whole which enab les  him to  h e a r , perform , and c re a te  
i t .  I t  seems th a t  in s ig h t  i s  gained d i r e c t ly  or I n d i r e c t ly  through 
a l l  c o n tac ts  a m usician  makes w ith  m usic. S ystem atic  a n a ly s is  i s
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
10
on ly  the  most r a t io n a l  o f th e se  c o n ta c ts .
By th e  s ix th  assum ption, the  m usician  cannot hope to  ga in  
" tru e "  knowledge o f a p a r t i c u la r  work which corresponds e x ac tly  
to  th e  com poser's knowledge which I s  " tru e "  r e l a t i v e  to  h is  own 
m usical in s ig h t .  A m usician  seeking  In s ig h t  may choose the  p ro­
cedure o f a n a ly s is  which h e lp s  him ach ieve  h is  g o a l. I f  he a lso  
has a c le a r  understand ing  6 f the  powers and l im i ta t io n s  of the 
v a rio u s  means o f a n a ly s is  a t  h is  d is p o s a l ,  he can s e le c t  an 
a n a ly t ic a l  method which i s  l ik e ly  to  be h e lp fu l  to  him. In  the  
a u th o r 's  o p in io n , the  u ltim a te  aim o f m usical a n a ly s is  i s  to  a id  
the  m usician  in  th i s  manner.
S ec tio n  2. On System atic  M usical A nalysis
The a u th o r 's  views on the  n a tu re  and scope o f sy stem a tic  
m usical a n a ly s is  a re  given in  t h i s  s e c t io n . The ro le s  o f  t r a ­
d i t io n a l ly  accep tab le  sy stem a tic  methods of m usical a n a ly s is  
a re  a lso  d isc u sse d . The id eas  expressed  a re  to  be regarded  as 
e x p lan a tio n s  o f so lu tio n s  a p p lic a b le  to  music in  i t s  p re sen t 
s t a t e ,  su b je c t to  change should the  course o f m usic change. The 
aim of the s e c tio n  i s  to  find  the  fu n c tio n s  u n d erly in g  p re sen t ways 
o f  forming a p r io r i  c o n fig u ra tio n s  o f thought s u i ta b le  fo r  
m usical a n a ly s is .
Music i s  t e n ta t iv e ly  defined  as th e  t o t a l i t y  o f  organized 
sound e x is t in g  w ith in  the  conceptual thought o f  m u sic ian s , mani­
fe s te d  through re p re se n ta tio n s  o f m usic such as com position, p e r­
form ance, and a n a ly s is .  These re p re se n ta tio n s  a re  p r im a rily
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in te r e s t in g  as d ev ices  fo r  remembering p re c is e ly  what the t o t a l i t y  
of a work re p re se n te d , or the  fo rce s  g en era tin g  the  work re p re se n te d , 
a re  o r can be. A nalysis  o f a re p re se n ta tio n  seems to  Involve the  
p o s tu la tio n  of a concep tual o rd e rin g  of o n e 's  thought befo re  ex­
amining the  r e p re s e n ta t io n . The use o f such an o rd e rin g  can y ie ld  
m usical in s ig h t  which seems to  prove the m usical v a l id i ty  o f a 
p a r t i c u la r  a n a ly s is .  The value o f t h i s  in s ig h t  does not seem 
to  be s y s te m a tic a lly  c le a r .  However, i t  may be observed th a t  such 
In s ig h t i s  v a lu ab le  i f  i t  a id s  a m usician  to  g en era te  music e x h ib it in g  
new conceptual s t r u c tu r e s .
I t  seems th a t  th e  t o t a l i t y  o f music can only be examined in ­
d i r e c t ly ,  through r e p re s e n ta t io n s . The co n fig u ra tio n  o f a re p re se n ­
t a t io n  may be sa id  to  be a sta tem en t by the  m usician  who produced 
i t ,  th a t  a l l  form s, e v en ts , and re la t io n s h ip s  w ith in  th a t  re p re ­
s e n ta tio n  a re  " t r u e ,"  so f a r  as he i s  a b le  to  make them " tru e "  w ith  
h is  m usical in s ig h t ,  h is  a b i l i t y  to  c o n tro l th e  medium of re p re ­
s e n ta t io n , and th e  c a p a c ity  of th a t  medium. I t  seems th a t  the 
purpose of examining such a re p re se n ta tio n  may be to  t r y  to  
determ ine why the  m usician  co n sid ers  th a t  c o n fig u ra tio n  " t r u e ,"  
not to  measure i t s  " t r u th "  a g a in s t a model, which i t s e l f  would be 
m erely a re p re s e n ta t io n . This purpose may o f te n  be b e t te r  served 
by observing how s t ru c tu re s  a re  harnessdd to  g ive coherence to  a 
re p re s e n ta t io n  than  by determ in ing  e x h au s tiv e ly  how th e se  s t ru c tu re s  
a re  played out w ith in  th e  r e p re s e n ta t io n . Sometimes i t  ap pears , 
however, th a t  one cannot know e x a c tly  how th e  s tru c tu re s  a re  used 
fo r  coherence w ith o u t f in d in g  out in  d e ta i l  how they  r e la te  to  the
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r e s t  of the work.
Some methods of sy stem atic  m usical a n a ly s is ,  such as the  
s tudy  of harmony, of la rg e  form, and o f v a rio u s  types of con­
tra p u n ta l  d ev ices , a re  w idely  used by m usic ians. However, the 
Im portance and v a l id i ty  o f the use o f even th ese  commonly accepted 
methods may be open to  q u estio n  when th ey  a re  ap p lied  to  works 
which a re  no t s c h o la s t ic  models. I t  appears th a t  th ese  methods 
a re  a s e t  of to o ls  whose u se fu ln ess  depends on th e i r  a p p ro p ria te  
a p p lic a t io n . The value o f o th e r  methods which might be used In  
m usical a n a ly s is  seems to  depend, s im i la r ly ,  on whether t h e i r  ap­
p l ic a t io n  i s  ap p ro p ria te  and y ie ld s  m eaningful m usical in s ig h t .
The a u th o r 's  experience  i s  th a t  a u to m a tic a lly  u se fu l r e s u l t s  do 
no t seem to  happen in  m usical a n a ly s is  from th e  g en era l use of 
any system atic  method.
The d isc u ss io n  o f sy stem a tic  a n a ly s is  in  th e  f i r s t  s e c tio n  
shows th a t  a c o n s is te n t a p r i o r i  means o f o rg an iz in g  in fo rm ation  
y ie ld ed  by the  work s tu d ied  i s  re q u ire d . This means seems to  a c t 
as a p re p a ra tio n  o f t h i s  in fo rm ation  so i t  w i l l  be com patible 
w ith  the  a b s tr a c t  system which i s  ap p lied  to  the  o b je c t. This 
common ground enab les the  a n a ly s t to  make a c o n s is te n t o rg an iza tio n  
o f the  in fo rm ation  y ie ld ed  which r e f l e c t s  h is  aims a t  the o u tse t 
of th e  a n a ly s is .
Perhaps th e  most fa m ilia r  example of su :^  o rg an iza tio n  of in ­
fo rm ation  i s  n o ta tio n  of sound in to  sco re . The score  i s  n o t a 
complete d e s c r ip t io n  o f a m usical work, s in ce  d i f f e r in g  in te rp re ­
ta t io n s  can e x i s t ,  each f a i t h f u l  to  the  sc o re . Yet the  score
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p rov ides a means by which th e  work can be reproduced In  d e t a i l  
w ith  some f i d e l i t y  to  th e  com poser's o r ig in a l  s p e c i f ic a t io n  fo r  
th e  work.
The In fo rm ation  to  be organized can be Imbedded as sound In  
a m easureable b a s is  — a bounded, th ree -d im en sio n a l continuum of 
p i tc h ,  I n te n s i ty ,  and tim e. The n o ta tio n  o f the  p r in c ip a l  p i tc h  
o f any no te  I s  g iven  by the  sco re  w ith in  f le x ib le  l im i t s ,  depending 
upon th e  s p e c i f ic  tu n in g  s i tu a t io n  in  perform ance. Timbre, o r  the  
complex o f p itc h e s  a sso c ia te d  w ith  the  p r in c ip a l  p i tc h ,  i s  no t 
com pletely  determ ined by score  n o ta tio n , but i s  to  a degree de­
pendent on a u ra l  t r a d i t i o n  and the  in s ig h t-g u id e d  d e c is io n  o f  the  
p erfo rm er. I t  appears th a t  c la r in e t  p la y e rs  agree on-:the tim bre 
of a c h a r a c te r i s t i c  c l a r in e t  sound a s so c ia te d  w ith  s p e c if ic  
d i r e c t io n s  in  the  sco re , a t  l e a s t  w ith in  r a th e r  narrow  l im i t s .  
However, th e  e x ac t tim bre g iven  to  th a t  sound by a g iven  p la y e r 
i s  h is  d e c is io n .
The dim ension o f tim e i s  mapped through fu n c tio n s  o f tempo 
onto a scheme o f measurement which makes comparison o f  d u ra tio n s  
of ev en ts  p o s s ib le . S p ec ified  excep tions such a s  r i t a r d s ,  a r t i ­
c u la t io n  m arkings, ru b a to  and s l ig h t  tempo v a r ia t io n s  may or 
may no t be ad eq u a te ly  rep re sen ted  in  sco re  n o ta t io n . These ex­
cep tio n s  a re  to  some e x te n t dependent upon the  in f l e c t io n  and 
p h ras in g  components o f the  in te n s i ty  dim ension. Dynamic le v e l  
and th e  "shape" o f a note can be suggested by th e  sc o re . However, 
i t  i s  th e  in d iv id u a l p la y e r  ag a in  who makes th e  f i n a l  d e c is io n  as 
to  the  ex ac t in t e n s i ty  o f any given n o te .
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Score re p re s e n ta t io n , th en , v a r ie s  In  the  degree o f exac tness 
w ith  which I t  re p re se n ts  sound. S evera l e x ten s io n s  o f the  c a p a b il i ty  
o f the  score  to  re p re se n t sound have been attem pted  In  th i s  cen tu ry . 
N ev e rth e le ss , the degree of in e x ac tn e ss  s t i l l  p re se n t in  the  score 
Im plies th a t  the  r e a l  ta sk  of r e a l i z a t io n  o f a m usical score depends 
upon the c a p a b i l i ty  and In s ig h t o f  the  perfo rm er.
Ih e  score may be considered  as a model o f th e  m easureable 
b a s is  o f sound, lack in g  some c a p a c ity  to  re p re se n t d iv e rse  sounds 
o r o rg a n iz a tio n s  o f sounds. I t  I s  an o rd e r ly  means of c la s s ify in g  
and comparing sounds, s im p lify in g  the  m u s ic ia n 's  ta sk  o f f in d in g  
coherence among th e  sounds re p re se n te d . The n o ta t lo n a l  r e q u ire ­
ments o f th e  score perm its m usical ev en ts  to  be recognized  as 
Id e n t ic a l  w ith  re s p e c t to  th a t  n o ta tio n  which may no t be p re c is e ly  
the  same when the  work Is  perform ed. In  a d d i t io n , m usical even ts  
which may have common c h a r a c te r i s t i c s  bu t have s l i g h t l y  d if f e r in g  
n o ta tio n s  may be considered  as  Id e n t ic a l  o r n o t I d e n t ic a l  a t  
th e  w i l l  o f the  person  In te rp r e t in g  the  sco re . For example, one 
can d is t in g u is h  between m iddle C and the  C an octave above i t ,  
o r m erely c a l l  them bo th  C 's .
The score then  appears to  be a rud im en tary  sy stem a tic  
a n a ly s is  o f music as sound, w ith  c e r ta in  fix ed  l im ita t io n s  and 
p ro p e r t ie s .  I t  may be c a lle d  a mapping o f th e  th ree -d im en sio n a l 
continuum which i s  th e  m easureable b a s is  o f  sound in to  a fix ed  
system  of symbolic n o ta t io n . This mapping procedure enab les  one 
to  take  a s p e c if ic  work as i t  i s  re p re se n te d  in  sound, and re p re se n t 
i t  in  sco re . The score r e p re s e n ta t io n  can th en  be mapped back in to
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sound, in  an almost unambiguous fa sh ion .
Mappings of music from one re p re s e n ta t io n  to  ano ther can be 
g e n e ra l iz e d .  Some of th e  p ro p e r t ie s  of such mappings are  now 
d iscu ssed .
C e r ta in  p ro p e r t ie s  appear to  be necessa ry  to  sy s tem a tic  
a n a ly s i s .  These p ro p e r t i e s  enable the m usician to  c a r ry  out 
h i s  a p r i o r i  in te n t io n s  in  examining, composing, or performing 
music. The mapping used must have p ro v is io n  fo r  th e  re c o g n i t io n  
o f  r e p e t i t i o n  of even ts  o r  a sp ec ts  of even ts .^  I t  must provide 
enough in fo rm ation  to  d i s t in g u i s h  r e p re s e n ta t io n s  o f sounds from 
each o th e r  c l e a r ly  enough to  serve the  m u s ic ian 's  purpose. I t  
must provide enough evidence so th a t  the  m usician can p o s tu la te  
r e l a t i o n s h ip s  among th e se  r e p re s e n ta t io n s .  The mapping must be 
c o n s i s te n t  throughout i t s  domain and range , so th a t  am biguity  or 
m i s in te r p r e ta t io n  i s  minimized r e l a t i v e  to  the  a p r i o r i  i n te n t io n s .
A p a r t i c u l a r  mapping may have a t  l e a s t  four a d d i t io n a l  
p r o p e r t i e s .  F i r s t l y ,  the mapping can p reserve  a l l  in fo rm ation  
of th e  o r ig i n a l  r e p r e s e n ta t io n .  Such a mapping could p lace  the  
sounds rep re sen ted  in  a more useable  format fo r  i n t e r p r e t a t i o n .
An id e a l  example of such a mapping would be an ex ac t tape  record ing  
o f an a c tu a l  performance, which would perm it the m usic ian  to  r e -h e a r  
s e c t io n s  of th a t  performance. He could then  o b ta in  more in fo rm ation  
about t h a t  p a r t i c u l a r  performance than i f  he could h ea r  i t  only 
once.
Secondly, the  mapping may omit c e r t a in  d i s t i n c t i o n s  and 
p o s s ib le  r e l a t io n s h ip s  of the  o r ig in a l  r e p r e s e n ta t io n .  For example,
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the  score d i s t in g u is h e s  shades of timbre crude ly  in  comparison 
w ith  the  way in  which a re sp o n s ib le  performer must d i s t in g u i s h  
them. Even i f  i t  were p o s s ib le  to  extend the  cap a c i ty  of score  
n o ta t io n  to  perm it such f in e  d i s t i n c t i o n s ,  the  score  might be so 
c lu t te r e d  w ith  a d d i t io n a l  markings t h a t  i t  could not be used 
e f f i c i e n t l y .  A mapping w ith  t h i s  second p ro p e r ty  condenses and 
c o d if ie s  In fo rm ation  so th a t  d i s t i n c t i o n s  and r e la t io n s h ip s  
of the  o r ig in a l  can be more e a s i l y  comprehended. Other mappings 
or the  m u s ic ia n '8 memory can supply m issing  in form ation  l o s t  in  
the  mapping p ro cess .  For example, a u ra l  t r a d i t i o n  and the p e r fo rm er 's  
memory help  him re c o n s t r u c t  m usical works from t h e i r  n o ta t io n  in  
score.
T h ird ly ,  the  mapping process  may impose an o rg a n iz a t io n a l  
s t r u c tu r e  in  the  in fo rm ation  mapped which perm its  e a s i e r  a n a ly s i s .
For example, the  p i t c h  n o ta t io n  of the  score  i s  p a r t i c u l a r l y  w ell 
adapted to  a id  o n e 's  re c o g n i t io n  o f t r i a d  occurrences , o r in  a 
broader sense , groups o f  no tes  which r e in fo rc e  each o th e r ' s  
harmonic p a r t i a l s .  This re in fo rcem ent w i l l  occur in  a re s p o n s ib le  
performance no m a tte r  how th e  in fo rm ation  fo r  performance i s  
given. However, a n o ta t io n  sym pathetic  to  re c o g n it io n  o f  t h i s  
c h a r a c t e r i s t i c  h e lp s  one to  a n t i c ip a te  i t s  e f f e c t .
F ou r th ly ,  th e  mapping may impose an o rg a n iz a t io n a l  s t r u c tu r e  
on the  in fo rm ation  given  which g en era te s  an a n a ly t i c a l  system. For 
example, the score  t r a d i t i o n a l l y  recogn izes  d u ra t io n s  of m usical 
even ts  as in t e g r a l  or f r a c t i o n a l  m u l t ip le s  of each o th e r  w i th in  
a given time segment. Actual performance p ra c t ic e  might or might
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not r e f l e c t  such accuracy , depending on s ty l e ,  a u ra l  t r a d i t i o n ,  and 
o th e r  f a c to r s .  However, a score  w ith  t h i s  p ro p e r ty  in v i t e s  
a n a ly s is  of d u ra t io n  p ro p e r t ie s  in  a manner which c lo s e ly  p a r a l l e l s  
well-known p rocesses  of elem entary a r i th m e t ic ,  and i s  even u su a l ly  
exp la ined  in  terms o f th ese  p rocesses .
The f i r s t  th re e  p ro p e r t ie s  p lace  the- Inform ation  in  a more 
u seab le  fo rm at, bu t do not a f f e c t  th a t  in fo rm a t io n 'a  d i s t i n c t i o n s  
and r e l a t io n s h ip s  except by omission. The fo u r th  p ro p e r ty  does 
change d i s t i n c t i o n s  and r e l a t io n s h ip s ,  and hence a f f e c t s  p o s s ib le  
i n t e r p r e t a t i o n s  o f  the score .
S p e c i f ic a t io n s  of a m usical even t may be sa id  to  be w e l l -  
defined  r e l a t i v e  to  the  means of r e p re s e n ta t io n  used. For example, 
a no te  i n  score  n o ta t io n  i s  unambiguous w ith  re s p e c t  to  t h a t  
n o ta t io n ,  even though i t s  s p e c i f i c a t i o n ' s  no t as d e ta i l e d  as 
t h a t  o f  an a c tu a l  sound. I t  appears t h a t  r e s u l t s  of mappings in  
g enera l  from one re p re s e n ta t io n  to  ano ther  ar£ ambiguous — th a t  
i s ,  do .n o t give com pletely id e n t i c a l  r e s u l t s  time a f t e r  time.
However, s p e c i f i c  maps r e s t r i c t e d  to  a s in g le  type o f  r e p re s e n ta t io n ,  
such as  score  to  sco re ,  or a c tu a l  sound to  a c tu a l  sound, may be 
w e l l -d e f in e d ,  and may even assume the r ig o ro u s  p ro p e r t ie s  of 
m athem atical fu n c t io n s .  Since mathematical fu n c tio n s  must be 
w e l l -d e f in e d ,  th ese  observa tions  seem to  preclude th e  u n r e s t r i c te d  
use of such fu n c tio n s  in  d e sc r ib in g  th e  mappings under c o n s id e ra t io n .
I t  does not seem t h a t  proof of the  e x is ten ce  o f  w e ll-d e f in ed  
r e p re s e n ta t io n s  and mappings s u f f ic e s  to  determine the  processes  
by which they a re  ob ta ined . S u f f ic ie n t  counterexamples can be
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found to  e l im in a te  such a conclusion. For example, a work may 
e x h ib i t  a c e r t a in  lo g ic a l  p roperty  which i s  not intended by i t s  
c r e a to r ,  bu t r e s u l t s  from chance. Then the c re a t iv e  process which 
formed th a t  work cannot be assumed beyond question  to  have included 
awareness of th a t  p rope rty .
At p re s e n t ,  the  musician i s  f re e  to  use any consequence of 
h i s  im agination , knowledge, in s ig h t ,  l o g ic a l  or i l l o g i c a l  thought 
to  determine the  co n f ig u ra t io n  o f a m u s ic ia l  r e p re se n ta t io n .  To 
r e s t r i c t  t h i s  freedom to  processes  d e f in a b le  w ith in  any p re s e n t ly  
e x i s t in g ,  unambiguous, c o n s is te n t  system would r e s u l t  in  a l im i­
t a t i o n  of the p o s s i b i l i t i e s  of musical development — a high p r ic e  
to  pay f o r  an a n a ly t i c a l  p roperty  which has no s p e c i f i c a l ly  musical 
conno ta t ion . On the  o th e r  hand, the m usician i s  f r e e  to  use
sy s tem a tic  p rocesses  i f  they can help him.
Mappings and re p re se n ta t io n s  may be expressed in  lo g ic a l ,  
l i n g u i s t i c ,  or metamathematical te rm in o lo g ies .  The uses o f  such 
te rm in o lo g ies  a re  sub jec t  to  c e r ta in  r e s e rv a t io n s  i f  they a re  to  
r e t a i n  t h e i r  u t i l i t y .
None of th e se  te rm ino log ies  seem to  be f l e x ib l e  enough or 
capable of s u f f i c i e n t  ex tens ion  to  be g e n e ra l ly  ap p l ic ab le  to  
a l l  m usical mappings and r e p re se n ta t io n s .  I t  seems th a t  a musician
us ing  th ese  te rm inolog ies  should be aware of the p re c ise  l im i ta t io n s
involved in  t h e i r  use. He must p a r t i c u l a r l y  know j u s t  how w ell 
they  express  a b s t r a c t  concepts, whether they  a re  meaningful ou ts ide  
of the  context of t h e i r  o r ig in a l  d i s c i p l in e ,  and how ap p ro p ria te
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t h e i r  a p p l ic a t io n  i s  in  r e l a t i o n  to  music. I t  must be noted th a t  
any term inology can apply only to  those  p o r t io n s  of the  mapping 
or r e p r e s e n ta t io n  which a re  constra ined  to  conform to  the  l im i­
t a t i o n s  o f  the term inology used.
D esp ite  th ese  r e s e rv a t io n s ,  i t  seems th a t  such te rm ino log ies  
a re  a p o t e n t i a l l y  powerful source of technique fo r  the  m usician 
who i s  no t con ten t to  depend on h is  i n t u i t i o n .  They can express  
some a sp e c ts  of m usical s t r u c tu r e  f a r  b e t t e r ,  and warn of p o ss ib le  
p i t f a l l s  more r e l i a b l y ,  than any s t r i c t l y  m usical term inology 
now in  common use.
The most a c c e s s ib le  terminology seems to  be th a t  o f  app lied  
lo g ic  as i t  i s  expressed in  mathematical n o ta t io n .  The purpose 
o f  t h i s  term inology i s  to  desc ribe  genera l  types of w e l l -d e f in ed  
s t r u c tu r e s  independently  from th e i r  a p p l ic a t io n  to  a c tu a l  o b je c ts .  
I t s  l im i t a t i o n s  and powers a re  w ell known. I t  i s  r e s t r i c t e d  to  
w e l l -d e f in ed  systems, some o f  which a re  known to  occur in  e x i s t in g  
m usical works. By an abuse of the language, the  p re sen t  study 
w i l l  c a l l  the  p rocesses  of app lied  lo g ic  " lo g ic a l  p ro c e s s e s ,"  
and the s t r u c tu r e s  defined  by i t s  terminology " r a t i o n a l  s t r u c t u r e s . "
I f  and only i f  the  d i s t i n c t io n s  and r e l a t io n s h ip s  o f  a 
system w ith in  a musical re p re s e n ta t io n  can be shown to  be ab­
s t r a c t l y  i d e n t i c a l  w ith  those  of a r a t i o n a l  s t r u c tu r e ,  p ro p e r t ie s  
o f  the r a t i o n a l  s t r u c tu r e  w i l l  a lso  be p ro p e r t ie s  of the  o r ig in a l  
system. This s ta tem ent im plies  th a t  the  co n f ig u ra t io n  of the  
r a t i o n a l  s t r u c tu r e ,  which can be e x h au s tiv e ly  determined by 
techn iques  im p l i c i t  in  app lied  lo g ic ,  can be used to  p re d ic t  the
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p o s s ib le  co n f ig u ra t io n  of the  o r ig in a l  system in  music.
This co n f ig u ra t io n  w i l l  be a b s t r a c t ,  and i t s  m a n ife s ta t io n  
in  music w i l l  not n e c e s s a r i ly  have any m usical v a lu e .  Then the  
m u s ic ia n 's  proof th a t  the  co n f ig u ra t io n  e x i s t s  i s  only  a f i r s t  
s t e p .  He must a l so  show th a t  i t s  r e c o g n i t io n  i s  of m usical 
s ig n i f ic a n c e .  Some ways in  which ap p lied  r a t i o n a l  s t r u c tu r e s  
can have m usical s ig n if ic a n c e  a re  now d iscu ssed .
A common a p p l ic a t io n  of r a t i o n a l  s t r u c tu r e  w i th in  a m usical 
work i s  the  g en era t io n  of formal sk e le to n s  o f  v a ry ing  leng ths  
and importance to  re in fo rc e  the  coherence of the  m usical form. 
The manner of re in forcem ent v a r ie s .
Sometimes the  app lied  r a t i o n a l  s t r u c tu r e  i s  used as a 
s t a r t i n g  p o in t fo r  m usical thought which may, in  th e  end, bear 
l i t t l e  d i r e c t  r e l a t i o n  to  the  s t r u c tu r e .  For example, music 
may be w r i t t e n  in  4 /4  meter w ithout u t i l i z i n g  the  accen t p a t te rn  
which d is t in g u is h e s  th a t  meter from o th e r  m ete rs .
The app lied  r a t i o n a l  s t r u c tu r e  may be a n e a r ly  independent 
component of the  t o t a l  musical form. For example, the  harmonic 
v o ic e - le a d in g s  of the  music of Rimsky-Korsakov a re  u su a l ly  
s c h o la s t i c a l ly  accu ra te .  In  h i s  o r c h e s t r a l  works, however, a 
la rg e  p o r t io n  o f  the  m usical s t r u c tu r e  depends upon h i s  co n tro l  
of timbre and in t e n s i t y ,  no t harmonic p ro g re s s io n .  The a re a s  in  
which harmonic p rog ress ions  a re  prominent, such as  the  l a s t  
movement o f  Scheherezade. seem g e n e ra l ly  to  show a support of 
those  p ro g ress io n s  w ith  changes of tim bre and in t e n s i t y .
The ap p lied  r a t i o n a l  s t ru c tu re  may be used ns a gen era t in g
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
21
fo rce  w i th in  the  t o t a l  s t r u c tu r e ,  m a in ta in in g  i t s  in t e r n a l  con­
s is te n c y  while producing s t r u c tu r e s  which depend upon i t .  For 
example, a fixed ground bass  i s  a w e ll-d e f in ed  sequence * of musical 
even ts  which can be used to  genera te  v a r i a t i o n s  whose seq u en tia l  
p a t te r n s  a re  not w e ll-d e f in ed  except w ith  r e l a t i o n  to  the  ground 
b ass .
The co n f ig u ra t io n  im plied by a r a t i o n a l  s t r u c tu r e  may be used 
or ignored in  i t s  m usical a p p l ic a t io n .  For example, the cycle 
o f  f i f t h s  i s  isomorphic to  the  a lg e b r a ic  c y c l ic  group of twelve 
e lem ents . This s t r u c tu r e  can be invoked c a su a l ly  w ithout a f f e c t in g  
th e  m usical form g r e a t ly .  I t  can appear b r i e f l y  b u t  s tro n g ly ,  
as in  a I I -V - I  cadence. The f u l l  power of th e  cycle  of f i f t h s  
can be used to  genera te  chains o f  modulations w ith  s tro n g  
v o ic e - le a d in g s ,  as i t  does w i th in  the  s ty l e  of Bach, where i t  i s  
used to  s tren g th en  s e q u e n t ia l  p a t te r n s .
I f  the  f u l l  r i g o r  of the  ap p lied  r a t i o n a l  s t r u c tu r e  i s  not 
found m usica lly  n ecessa ry , the  s t r u c tu r e  may appear in  an incom­
p le te  or c o n tra d ic to ry  form. There a re  s e v e ra l  co n d it io n s  under 
which incompleteness or c o n t r a d ic t io n  can occur w i th in  a musical 
work.
Lack of r ig o r  can r e s u l t  from th e  use of c o n f l i c t in g  lo g ic a l  
systems. For example, a composer might f ind  th a t  s c h o la s t i c a l ly  
defined  harmonic r e l a t io n s h ip s  c o n f l i c t  w ith  an e f f e c t  o f  timbre 
n ecessa ry  to  the  musical form o f h is  work. For example, the 
p re v io u s ly  c i te d  d isso n an t  t u t t i  chord in  the  l a s t  movement of 
Beethoven 's  Ninth Symphony v i o l a t e s  s c h o la s t i c  harmonic p ra c t ic e
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w hile  i t  p repares  the  e a r  f o r  the  e n t ry  of the b a r i to n e  s o l o i s t ' s  
words, "0 Freunde, n lc h t  d le se  Tbne!" 5 In  such a s i t u a t i o n ,  the  
composer I s  forced to  choose between c o n t ra d ic to ry  s o lu t io n s  
accord ing  to  h is  in s ig h t .
Lack o f r i g o r  commonly r e s u l t s  from c o n f l i c t  between the 
requ irem ents  o f  an app lied  r a t i o n a l  s t r u c tu r e  and th e  composer's 
I n t u i t i v e  in s ig h t .  B e r l io z 's  Svmphonle F a n ta s t lq u e  can be sa id  
to  e x h ib i t  a number o f  r a t i o n a l  s t r u c tu r e s  of harmonic, c o l o r i s t i c ,  
rhythm ic, and o th e r  types of p a t t e r n s .  However, a l l  o f  these  
p a t t e r n s  a re  su b jec t  to  ru p tu re  whenever B e r l i o z 's  seemingly 
c a p r ic io u s  programmatic ideas  must be served . The codas o f  the  
th i r d  and fo u r th  movements o f  t h i s  work may serve  as examples o f  
t h i s  s o r t  o f  ru p tu re .
D e l ib e ra te  c o n tra d ic t io n ,  of an ap p lied  r a t i o n a l  s t r u c tu r e  
may be used, e s p e c ia l l y  i f  t h a t  s t r u c tu r e  i s  a powerful fo rce  in  
the  work. For example, th e  rhythm ic am biguity  of the  minuet of 
Haydn's Oxford Symphony ga in s  e f f e c t iv e n e s s  from the  momentum of 
the  m e tr ic  p a t t e r n  which i s  c o n tra d ic ted  when the  p r in c ip a l  
accen t of the  measure i s  s h i f te d  to  th e  second b e a t .
Lack of r ig o r  may r e s u l t  from an ex ten s io n  o f  an app lied  
r a t i o n a l  s t r u c tu r e  which i s  in c o n s i s te n t  w ith  i t s  lo g ic a l  r e q u i r e ­
ments. The in t ro d u c t io n  o f secondary dominants in to  the  system 
of chords generated by a given key im p lies  t h a t  th e  key w i l l  be 
c o n tra d ic te d  by one of the no tes  con tained  in  th e  secondary 
dominant chord.
In c o n s is te n t  ex tens ions  can e v e n tu a l ly  d e s t ro y  the  c o n f ig u ra t io n
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of th e  ap p lied  r a t i o n a l  s t r u c tu r e .  The chord sequences opening 
th e  "Prelude" of Wagner's T r i s t a n  and Iso lde  may be said  to  be 
the  end product of many success ive  ex tens ions  of chord r e l a t i o n -  
h ip s  belonging to  a given key, by Wagner and h is  p redecesso rs .
These chord sequences do not seem to  be analyzable  uniquely  to  
any key, because I t  I s  not a b so lu te ly  c le a r  from the chords given 
to  which key the sequences belong. Then the o r ig in a l  r a t i o n a l  
s t r u c tu r e ,  the  key, I s  no longer the  b a s is  of the  derived  s t r u c tu r e  
of chord r e l a t i o n s h ip s .  The l a t t e r  s t r u c tu r e  can then surv ive 
only on I t s  own m e r i ts .
Lack o f r ig o r  can be a s ig n a l  to  the  a n a ly s t  th a t  a s i t u a t i o n  
In which the  composer's in s ig h t  i s  observable has occurred. The 
a n a ly s t  may observe the  c o n d it io n s  surrounding the  s i tu a t io n ,  and 
a r r iv e  a t  some t e n t a t i v e  conclusions  regard ing  the  reasons fo r  the  
choices made by th e  composer.
Applied r a t i o n a l  s t r u c tu r e s  may serve to  d e fin e  only p o in ts  
or a reas  In  the  r e p r e s e n ta t io n ,  w hile  in f lu en c in g  segments between 
th e se  p o in ts  or a re a s  I n d i r e c t l y  or not a t  a l l .  For example a 
f igu red  bass  d e f in e s  chord p ro g ress io n s ,  but does not sp ec ify  what 
embellishm ents may appear between chords.
These segments, not w e l l -d e f in e d  by app lied  r a t i o n a l  s t r u c tu r e s ,  
may be used as a re a s  fo r  t e s t i n g  e x ten s io n s ,  c o n t ra d ic t io n s ,  and 
independent s t r u c tu r e s .  I t  seems th a t  one of the  hallm arks of a 
f in e  perform er i s  h i s  a b i l i t y  to  make such segments m usica lly  
i n t e r e s t i n g  in  themselves as w ell as in  r e l a t i o n  to  obvious p o in ts
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of s t r u c t u r a l  coherence. He may do so I n t u i t i v e l y  or In  accordance 
to  h i s  I n t e r p r e t a t i o n  of r a t io n a l  s t ru c tu re s  which he recognizes  
or hypo thesizes  In the n o ta t io n  of the  work.
The more or l e s s  s tandard I n te r p r e ta t io n s  o f  works In  the 
c u r re n t  r e p e r to i r e  and conventions of performance p r a c t ic e  seem 
to  be th e  end r e s u l t  o f the work of many such perfo rm ers . The 
m usician should d i s t in g u is h  between what he surm ises Is  the  
composer's In te n t io n  and the o f ten  b e n e f ic ia l  consequence of 
f i l t e r i n g  th a t  In te n t io n  s y s te m a tic a l ly  land I n t u i t i v e l y  through 
the  minds of many o th e r  m usicians. The l a t t e r  consequence may 
have I t s  own a n a ly t i c a l  s ig n if ic a n c e .  I t  Is  the  means by which 
m usicians r e l a t e  music from another time and realm  of Ideas to  
t h e i r  own, keeping the music In the  l iv in g ,  developing  r e p e r to i r e  
as they  apply  and develop t h e i r  musical In s ig h t .
I f  a m usical work i s  to  m ain ta in  I t s  I d e n t i t y ,  the  composer's
o r ig in a l  in te n t io n s  must be notated c le a r ly .  I t  seems th a t  such 
a n o ta t io n ,  forming a r e p re se n ta t io n  o f  th ese  i n te n t io n s ,  im plies  
th a t  sounds be defined  as e n t i t i e s .  These e n t i t i e s  seem to  be 
defined  in  r e l a t i o n  to  each o th e r .  They may be fu r th e r  organized 
in to  systems o f r e la t io n s h ip s  fo r  the  sake of c l a r i t y .
The necessdry  requirem ents of the  more common lo g ic a l  systems 
a re  c l e a r ly  defined  s e t s  of e n t i t i e s  and r e l a t io n s h ip s .  I t  seems 
th a t  d e f i n i t i o n  of e n t i t i e s  and re la t io n s h ip s  occu rr in g  in  music
need not be r e s t r i c t e d  to  those corresponding to  even ts  in  the
measureable b a s i s .  Such a r e s t r i c t i o n  would make m usical a n a ly s is
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more manageable lo g ic a l ly .  However, i t  would make c e r t a in  m usica lly  
v a l id  mappings l o g ic a l ly  n onsens ica l .  C onfigura tion  of r a t i o n a l  
s t ru c tu re s  in  music seem to  be lim ited  only by o n e 's  powers of con­
c ep tu a l iz in g  them. There seems to  be no s t r i c t l y  m usical reason  why 
any r a t i o n a l  s t r u c tu r e  based on e n t i t l e s  and t h e i r  r e l a t io n s h ip s  can­
not be re a l iz e d  in  music. Many such s t ru c tu re s  have been p o s tu la ted  
in  the tw e n tie th  cen tu ry , no tab ly  by Hindemith, S c h i l l ln g e r ,  and 
Webern, and these  s t r u c tu r e s  have produced in te r e s t i n g  music.®
Section  3. Some O bservations on the Use of Logic in  C r i t ic is m  of 
the  Arts
The a p p l ic a t io n  o f  lo g ic a l  models to  concrete s i t u a t io n s  i s  
a d e l i c a te  and p e r i lo u s  undertaking  even fo r  persons s k i l l e d  in  
lo g ic .  A complete th eo ry  o f  a p p l ic a t io n s  of t h i s  n a tu re  i s  beyond 
the scope of the  p resen t  s tudy , although i t  may be im p l ic i t  he re .
This s e c t io n  p o in ts  out some of the  p o ss ib le  dangers and 
advantages which could in f luence  the  form ation of such a theory  as 
i t  might apply to  a n a ly s is  of the  a r t s .  A r e s t r i c t e d  dem onstration  
of such a theory  i s  given which happens to  correspond to  a procedure 
w ith  which Webern may have been f a m i l ia r .  The consequences of 
using t h i s  theory  to  i n t e r p r e t  in form ation  r e l a t i v e  to  m usical 
a n a ly s is  a re  a ls o  d iscu ssed .
The second s e c t io n  of t h i s  chapter in v e s t ig a te s  p o ss ib le  
processes  underly ing  sy s tem a tic  music a n a ly s is .  S im ila r  i n v e s t i ­
ga tio n s  have been made in  a re a s  of app lied  lo g ic .  The e leg an t  
so lu t io n s  which have been obtained in  these  a reas  sometimes appear
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to  cope simply and d i r e c t l y  w ith  c r i t i c a l  problems which may be 
in so lu b le  w i th in  the  realm of a r t .  I t  i s  easy  to  fo rg e t  th a t  the 
i n t u i t i v e  in s ig h t  upon which the  a r t s  r e l y  i s  n e i th e r  expected 
nor s u f f i c i e n t  in  s t r i c t e r  realms o f though t. This in s ig h t  depends 
upon conclusions which may w ell be unprovable in  a g iven deductive 
system. On the  o th e r  hand, lo g ic a l  s o lu t io n s  need not be v a lu e ­
le s s  to  the  c r i t i c ,  bu t they a re  no t to  be had fo r  the  asking.
The c r i t i c  who wishes to  take  advantage of lo g ic a l  so lu t io n s  
cannot do so n a iv e ly .  He must understand in  a r a t i o n a l  manner the 
co n d it io n s  by which they  a re  ob ta in ed , and the im p lica t io n s  of 
t h e i r  use w ith in  t h e i r  own d i s c i p l i n e .  He must be ab le  to  d e te r ­
mine whether t h e i r  a p p l ic a t io n  in  the  a r t s  i s  a r t i s t i c a l l y  accep t­
a b le ,  u s e fu l ,  or even p o s s ib le .  He must th e re fo re  have a thorough 
unders tand ing  both of app lied  lo g ic  and of the  a r t s .
Many words belonging to  l o g ic a l  te rm in o lo g ies  express  musical 
concepts w ith  f a r  g re a te r  p re c is io n  than any words belonging ex­
c lu s iv e ly  to  the  d i s c i p l i n e  o f music, e s p e c ia l l y  i f  they  a re  
used in  a somewhat lo o se r  fa sh io n  than  in  the  o r ig in a l  d i s c ip l in e .  
But to  use these  words lo o se ly  i s  to  abuse t h e i r  o r ig in a l  meaning, 
and im pair t h e i r  lo g ic a l  power to  a s e r io u s  degree . Such abuse 
cannot be to le r a te d  in  lo g ic a l  d i s c i p l i n e s .  The m usician who uses 
such words lo o se ly  must make i t  c le a r  t h a t  he does so only in  a 
m usical con tex t ,  and only because the  r e s u l t s  he o b ta in s  from 
t h e i r  use i s  f r u i t f u l  w ith  re fe re n ce  to  music. On the  o th e r  hand, 
i f  he d e sc r ib e s  systems in  music which have s t r i c t l y  lo g ic a l  
c h a r a c t e r i s t i c s ,  he must use th ese  words in  t h e i r  o r ig in a l  c l a r i t y
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and r e s t r i c t e d  meaning, or he w i l l  no t ga in  co n tro l  over the  m usical 
system d esc r ib ed .  These p recau tio n s  a re  necessary  because the  
language o f ap p lied  lo g ic  i s  an a r t i f i c i a l  one, independent from 
any o th e r  language, e s p e c ia l l y  English .
No d is c u s s io n  o f ap p lied  lo g ic  i s  meaningful s y n t a c t i c a l l y  
un less  i t  takes  p lace  w ith in  c o n s t r a in t s .  The au thor knows o f no 
example of a r a t i o n a l  s t r u c tu r e  which i s  thought to  hold under 
a l l  c o n d it io n s .  Then i t  seems th a t  the  c r i t i c  cannot assume t h a t  
he can f ind  such a s t r u c tu r e  in  the  a r t s  un less  he can f ind  
s u i ta b le  c o n s t r a in t s  f o r  the  a r t s  as a whole. I t  does not seem 
th a t  such c o n s t r a in t s  a re  d e s i r a b le  a t  t h i s  time. C er ta in  c r i t i c a l  
th e o r ie s  have p o s tu la te d  such c o n s t r a in t s ,  bu t th e se  th e o r ie s  seem 
to  hold only fo r  a c e r t a in  s e t  of works, those construc ted  
d e l ib e r a t e ly  w i th in  th e se  c o n s t r a in t s .  For example, th e  f u l l  
r ig o r  of the  tw elve-tone  system, used as a c r i t i c a l  t o o l ,  cannot 
be assumed to  be a p p l ic a b le  to  any musical work se le c te d  a t  random.
I f  the  scope of a r t  cannot be l im i te d ,  the a p p l ic a t io n  of a 
lo g ic a l  system to  a r t  must be l im ited  to  a p o r t io n  of th a t  scope.
The fo llow ing  d is c u s s io n  i s  l im ited  to  only  one type of lo g ic a l  
s t r u c tu r e  w ith  unambiguous p r o p e r t ie s ,  app lied  w ith in  a model 
which seems to  be a sp e c ia l  case of the  use of r a t i o n a l  s t r u c tu r e  
w ith  r e l a t i o n  to  in fo rm ation  o f  a c e r t a in  type. I t  i s  assumed 
th a t  the  use of t h i s  model w i l l  concern only a p o r t io n  o f  the 
in form ation  a v a i l a b le ,  t h a t  p o r t io n  which can be made to  correspond 
to  the  lo g ic a l  system used.
The r e s u l t s  ob ta ined  from the examination of the  model a rc
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assumed to  hold only fo r  the  s p e c i f i c  case o u t l in e d .  These r e s u l t s  
cannot be gen era l ized  w ith in  a deductive  framework to  f i t  a l l  
cases  of a p p l ic a t io n  of lo g ic a l  systems. Although the model may 
r e f l e c t  a l l  c r i t i c a l  systems somewhat, I t  does n o t seem to  define  
them a l l  completely.
The term inology I s  used In  I t s  customary s t r i c t  meaning.
S hor t ,  non-rigorous  d e s c r ip t io n s  of th e se  meanings a re  given fo r  
the  convenience of persons read ing  t h i s  s tudy  who have no lo g ic a l  
or mathematical background. These d e s c r ip t io n s  a re  not to  be 
considered  s u f f i c i e n t l y  s t r i c t  to  d e f in e  the  term inology w ith in  
i t s  o r ig i n a l ,  a r t i f i c i a l l y  cons truc ted  language.
The purpose o f the  model i s  to  app ly  r a t i o n a l  s t r u c tu r e s  
to  schematized i n f o m a t io n .  The exac t r a t i o n a l  s t r u c tu r e  used, 
th e  scheme by which th e  in fo rm ation  i s  o rgan ized , and the p re c ise  
manner in  which r a t i o n a l  s t r u c tu r e  and schematized in form ation  
a re  l inked  a re  chosen by the person us in g  th e  model. He must 
s ta y  w ith in  the  r e s t r i c t i o n s  given f o r  the- use of the  model when 
he chooses them.
The primary sources fo r  concepts and term inology used in  
the  course of t h i s  d iscu ss io n  a re  S choenfie ld  and Curry .^
The concepts have been somewhat broadened f o r  the  purposes of the 
p re sen t  s tudy. A complete in v e s t ig a t io n  of the im p lica t io n s  
of concepts presen ted  in  Curry as they  app ly  to  m usical a n a ly s is  
would be f r u i t f u l ,  bu t i s  o u ts id e  the  scope o f t h i s  s tudy.
Admissible r a t i o n a l  s t ru c tu re s  a re  based upon a f i r s t - o r d e r  
language c o n s is t in g  of d i s t i n c t  e n t i t l e s .  These e n t i t i e s  may
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r e p re se n t  words, sounds, numbers, or any o th e r  o b je c t s  when s t r u c ­
tu r e s  a re  ap p l ie d .  As f a r  as the  f i r s t - o r d e r  language and the 
r a t i o n a l  s t r u c tu r e  a re  concerned, however, the  e n t i t l e s  a re  only 
m eaningless symbols.
' Each r a t i o n a l  s t r u c tu r e  c o n s is ts  o f  a s e t  o f  th ese  e n t i t i e s  
to g e th e r  w ith  a s e t  o f  r e la t io n s h ip s  among them. The s t r u c tu r e  has 
th re e  lo g i c a l  axioms, or cond itions  upon the  s t r u c tu r e  as a whole, 
the  e n t i t i e s ,  and the r e l a t io n s h ip s .  I t  may w e ll  be th a t  the 
ex ac t  c o n f ig u ra t io n  o f these  axioms i s  somewhat determined by the 
d e f i n i t i o n  of e n t i t i e s  used and implied requ irem ents  of r e l a t i o n ­
sh ips  ass ig n ed , as w ell as c e r t a in  p ro p e r t ie s  of the  s t r u c tu r e  as 
a whole. The names assigned to  the  lo g ic a l  axioms by Curry a re  
" n e g a t io n ,"  " q u a n t i f i c a t i o n , "  and " a l t e r n a t i o n . "  Schoenfie ld  
r e f e r s  to  them by t h e i r  usual mathematical symbols, commonly read 
as " n o t , "  " th e re  e x i s t s , "  and "un ion ."
"Negation" i s  a co n d itio n  on the  d e f i n i t i o n  of e n t i t i e s  and 
r e l a t i o n s h i p s .  I t  may be s ta te d  th u s :  r e l a t i v e  to  the  requirem ents
o f the  f i r s t - o r d e r  language, every p a r t  of th e  r a t i o n a l  s t r u c tu r e  
must be so s t r i c t l y  and unambiguously s ta te d  th a t  anyone versed  in  
lo g ic  can show beyond doubt th a t  hypothesized  e n t i t i e s  or r e l a t i o n ­
sh ips  e i t h e r  belong or do not belong to  the  s t r u c tu r e .  F u r th e r ,  
the  boundaries  o f  any e n t i t y  a re  such th a t  the  e n t i t y  i s  d i s t i n c t  
from the r e s t  of the s t r u c tu r e .  The r e s u l t  of any combination of 
r e l a t i o n s h ip s  and e n t i t i e s  i s  always the  same. This r e s u l t  cannot 
c o n t r a d ic t  the  c o n f ig u ra t io n  of the  s t r u c tu r e  as a whole. This 
c o n d i t io n  guaran tees  necessary  p ro p e r t ie s  fo r  the  lo g ic a l  s t a b i l i t y
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of the s t r u c tu r e .  Systems in  which t h i s  co n d itio n  i s  re laxed  so 
t h a t  an e n t i t y  does, does n o t ,  o r might belong to  the  s t ru c tu re  
a re  a l s o  p o te n t i a l l y  v a lu ab le  to  the purposes of t h i s  s tudy , but 
a re  omitted here .
"Q u an t i f ic a t io n "  r e s t r i c t s  the  scope of e n t i t i e s  and r e l a t i o n ­
sh ips and l in k s  them to  th e  f i r s t - o r d e r  language. This cond ition  
may be s ta te d  t h u s : The e n t i t i e s  and r e l a t io n s h ip s  of the s t ru c tu re
e x i s t  only in  r e l a t i o n  to  the  requirem ents  of the f i r s t - o r d e r  
language, the  s t ru c tu re  as a whole, and the  s o l i d a r i t y  of linkage 
among e n t i t i e s  and r e l a t i o n s h ip s .  F u r th e r ,  these  requirem ents 
give a means of a complete, unambiguous lo g ic a l  d e f in i t i o n  of any 
p o r t io n  of the  s t r u c tu r e  from which the  i n t r a - s t r u c t u r e  p ro p e r t ie s  
of th a t  p o r t io n  can be deducdd. This co n d it io n  a lso  enables  one 
to  s tudy p o r t io n s  of the  s t r u c tu r e  w ith  l i k e  lo g ic a l  p ro p e r t ie s  a t  
the  same tim e, o b ta in in g  in fo rm ation  which r e l a t e s  eq u a lly  w ell 
to  a l l  of these  p o r t io n s .
"A lte rn a t io n "  i s  a c o n d it io n  on combinations of e n t i t i e s  
and r e l a t io n s h ip s .  I t  may be s ta te d  th u s :  I f  a p a i r  of e n t i t i e s
or a p a i r  of r e l a t io n s h ip s  i s  i t s e l f  an e n t i t y  or r e l a t io n s h ip  
of the  s t r u c tu r e ,  a t  l e a s t  one member o f  the  p a i r  i s  an e n t i t y  
or r e l a t io n s h ip  w i th in  the  s t r u c tu r e  in  i t s  own r i g h t .  For the 
purpose of the  p re sen t  s tudy , t h i s  co n d it io n  w i l l  be s trengthened  
to  read , bo th  members o f  th e  p a i r  a re  e n t i t l e s  or r e la t io n s h ip s  
w ith in  the s t ru c tu re  in  t h e i r  own r i g h t .  This co n d itio n  i s  
necessary  to  the deductive  p ro p e r ty  of the s t r u c tu r e .  The f i r s t  
s ta tem ent produces a co n d it io n  which r e s u l t s  in  more f l e x ib le
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s t r u c tu r e s ,  which may be promising In m usical a n a ly s i s .  These 
s t r u c tu r e s  a re  omitted here fo r  the sake of lo g ic a l  b re v i ty .
These th re e  cond itions  guarantee  the lo g ic a l  s t a b i l i t y ,  
d e f i n a b i l i t y ,  and d e d u c t i b i l i t y  of the  r a t i o n a l  s t ru c tu re s  used.
The co n d it io n s  a lso  serve to  make the p ro p e r t ie s  o f  these  s t ru c tu re s  
d e f in a b le  w ith in  the  a r t i f i c i a l  language of lo g ic ,  so th a t  t h i s  
language can be used to  determine the  s t r u c t u r e 's  exac t configur-  
a t io n .
This language can be used to  observe changes in  these  
s t r u c tu r e s  under a p p l ic a t io n ,  i f  f u r th e r  co n d itio n s  a re  met. In 
p a r t i c u l a r ,  th e  language can v e r i f y  th a t  the  p ro p e r t i e s  of the 
s t r u c tu r e  remain i n t a c t  when meanings a re  assigned to  i t s  a b s t r a c t  
e n t i t i e s  and r e l a t i o n s h ip s .  This v e r i f i c a t i o n  i s  a necessary  
p a r t  o f the  model under c o n s id e ra t io n ,  s ince  th ese  p ro p e r t ie s  
r e p re s e n t  p a t te r n s  o f  o rg an iza t io n  t h a t  a re  im portant to  the 
r e s u l t s  ob tained from the use of the model.
The in fo rm ation  to  be analyzed must be so organized th a t  the 
a p p l ic a t io n  of the r a t i o n a l  s t ru c tu re  i s  p o s s ib le .  An example 
of such o rg a n iz a t io n  i s  th a t  of a musical work in  sound, mapped 
in to  i t s  r e p re s e n ta t io n  in  score n o ta t io n ,  given in  the  second 
s e c t io n  of t h i s  ch ap te r .  This example i s  used to  i l l u s t r a t e  the 
p ro p e r t ie s  which the  model re q u ire s  of the o rg a n iz a t io n a l  procedure.
The method of score n o ta t io n  assumes a form at, o r  defined 
space, w i th in  which the  work may be re p re sen ted .  This format i s  
a s e t  of s tav es  whose v e r t i c a l  d i r e c t io n  re p re se n ts  p i tc h  le v e l ,  
whose h o r iz o n ta l  d i r e c t io n  re p re sen ts  d u ra t io n ,  to g e th e r  w ith
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v a r io u s  conventions and markings re p re se n t in g  I n t e n s i t y  and tim bre. 
I t  happens to  be su b je c t  to  the  th re e  p rev io u s ly  c i te d  co n d itio n s  
of n ega tion , q u a n t i f i c a t io n ,  and a l t e r n a t io n ,  as a l l  such defined  
spaces must. E n t i t i e s  d esc ribed  w ith in  t h i s  format a re  d i s t i n c t  
from each o th e r ,  su b jec t  to  the co n ce p tu a l iz a t io n s  o f  the  person 
I n te r p r e t in g  the work. The format has no p ro p e r t ie s  which p r o h ib i t  
Imbedding r a t i o n a l  s t r u c tu r e s  w ith in  i t .  These l a s t  two c h a r a c te r ­
i s t i c s  must a l s o  be e x h ib i te d  by a l l  such defined  spaces adm itted 
to  the  model.
The schematic o rg a n iz a t io n  o f  a given musical work in to  
score n o ta t io n  has p ro p e r t i e s  d iscussed  in  d e t a i l  in  the  second 
s e c t io n  of t h i s  ch ap te r .  Schematic mappings adm issib le  to  the  
model must p reserve  s t r u c t u r a l l y  important d e t a i l s  of in fo rm ation  
taken  from the o b je c t ,  su b jec t  to  the  c o n cep tu a liz a t io n s  o f  the  
person mapping the in fo rm ation . Schematic mappings may have 
any or a l l  of the a d d i t io n a l  fo u r  p ro p e r t ie s  p rev io u s ly  c i te d  w ith  
r e l a t i o n  to  such maps in  the second s e c t io n  o f  t h i s  chap te r .
Beyond these  p r o p e r t ie s ,  the  schematic o rg an iza tio n  o f  the work 
need have no lo g ic a l  r e s t r i c t i o n s  upon i t .  The a n a ly s t  i s  
d i r e c t l y  concerned only w ith  the r e p re se n ta t io n ,  or image o f the 
in form ation , as i t  appears  in  th e  defined space.
The r a t i o n a l  s t r u c tu r e  must a lso  be mapped in to  the defined  
space, but in  a more r e s t r i c t e d  manner. Since the c o n f ig u ra t io n  
of the s t r u c tu r e  must be e x a c t ly  dup lica ted  in  the  s t r u c t u r e 's  
image, the  s t r u c tu r e ,  the  defined  space, and the mapping o f ' t h e  
s t ru c tu re  to  the  defined  space must a l l  be co n tro l le d  by means of
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the  a r t i f i c i a l  lo g ic a l  language. This mapping i s  id e n t i f i e d  in  
the  p re sen t  s tudy as the  symbolic mapping.
The necessary  cond itions  fo r the  symbolic mapping a re  as 
fo l lo w s :  1) Every e n t i t y  of the o r ig in a l  s t r u c tu r e  must map
in to  an e n t i t y  of the  defined  space which has e x a c t ly  the same 
p ro p e r t ie s  as the  e n t i t y  of the o r ig in a l  s t r u c tu r e .  These 
p ro p e r t ie s  a re  the ones defined r e l a t i v e  to  the f i r s t - o r d e r  
language and the  cond itions  of negation , q u a n t i f i c a t io n ,  and 
a l t e r n a t i o n .  2) I f  th e re  i s  a s e t  of e n t i t i e s  which genera te  
th e  o r ig in a l  s t r u c tu r e ,  t h i s  s e t  must map in to  a s e t  of e n t i t i e s  
which g enera tes  the image of th a t  s t r u c tu r e .  3) The a s s o c ia t io n s  
among e n t i t i e s  and re la t io n s h ip s  of the  o r ig i n a l  s t r u c tu r e  must 
be e x a c t ly  preserved in  i t s  image. 4) Any co n d it io n s  upon the 
r e l a t io n s h ip s  of the  o r ig in a l  s t ru c tu re  must a l s o  hold f o r  the  
images o f  these  r e l a t io n s h ip s .
I f  these  cond itions  are  met, the r e s u l t s  of the  r e la t io n s h ip s  
of the image can be p red ic ted  from a knowledge of the  co n f ig u ra t io n  
of the  o r ig i n a l  s t r u c tu r e .  These cond itions  in su re  th a t  the  con­
f ig u r a t io n  of the  image w i l l  be e i t h e r  i d e n t i c a l  to  th a t  of the 
o r ig in a l  s t r u c tu r e ,  or e l s e  to  a red u c tio n  of i t .
The symbolic mapping a s so c ia te s  the images of th e  e n t i t i e s  of 
the o r ig in a l  s t ru c tu re  w ith  the e n t i t i e s  produced by the  schematic 
mapping e x is t in g  in  the defined space. The defined  space a c ts  as 
a common ground in  which the  r e s u l t s  o f  th ese  two mappings can 
be made com patible, so th a t  the  symbolic e n t i t i e s  o f  the  o r ig in a l
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s t ru c tu re  a re  assigned d e f i n i t e  meanings. The r e la t io n s h ip s  among 
th ese  meaningful o b je c ts  a re  assumed to  be id e n t i c a l  to  those among 
the  meaningless e n t i t i e s  in  th e  o r ig in a l  s t r u c tu r e .  I t  i s  the 
a n a l y s t ' s  r e s p o n s ib i l i t y  to  choose a r a t i o n a l  s t r u c tu r e  which f i t s  
the  c o n f ig u ra t io n  o f  the schematized in form ation  in  the  defined space 
reasonab ly  w ell .
The r e s u l t s  of t h i s  a s s o c ia t io n  of schematized in form ation  and 
r a t io n a l  s t ru c tu re  in  the  defined  space i s  a d e s c r ip t io n  of a 
p o s tu la ted  realm. This realm  i s  assumed to  have some r e l a t i o n  to  
a c o n f ig u ra t io n  of a p o r t io n  of the o r ig in a l  Inform ation . The 
fu n c t io n  of th i s  c o n f ig u ra t io n  w i th in  the  o r ig in a l  work i s  not 
determined by the model, a lthough  c lues  to  i t s  fu n c t io n  may be 
supplied  by c h a r a c t e r i s t i c s  of the  realm.
The p ro p e r t ie s  of the  schematic mapping a re  s u f f i c i e n t l y  
f l e x ib le  to  permit such a realm  to  be obtained from e i t h e r  a 
lo g i c a l l y  construc ted  m usical work, or one th a t  i s  not so con­
s t ru c te d .  These p ro p e r t ie s  a l s o  perm it sev e ra l  such realms to  
be ob ta ined , e i t h e r  l inked  or not linked  by seq u e n t ia l  a p p l ic a t io n s  
of the model. These realms may be compared by the  a n a ly s t  to  ob­
t a i n  f u r th e r  c lues to  the c o n f ig u ra t io n  of the o r ig i n a l  work. None 
of these  realms can be considered unique or of permanent value 
so f a r  as the o r ig in a l  work i s  concerned, a lthough some may be unique 
and permanent w ith  r e l a t i o n  to  the requirem ents  of the  model.
Some observa tions  on the  interdependence o f  the  major p o r t io n s  
of the  model are  now d iscu ssed .  The g e n e r a l i ty  of th e se  p o r t io n s  
i s  a lso  shown.
The major p o r t io n s  of the model su b je c t  to  lo g ic a l  r e s t r i c t i o n s
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a re  cons truc ted  accord ing  to  the  w i l l  of the  a n a ly s t  w ith in  
th ese  r e s t r i c t i o n s .  These p o r t io n s  a re  the  r a t i o n a l  s t r u c tu r e ,  
the  symbolic mapping, and the  defined  space. The o th e r  p o r t io n  
o f  the model, the schematic mapping, depends on concep tua lized  
I n t e r p r e t a t i o n  o f  given in fo rm ation , and on the requirem ents  
of the  defined  space. Then a l l  p o r t io n s  of the  model are  under 
the  d i r e c t  co n tro l  of the  a n a ly s t .  I t  seems th a t  the  r e s u l t  o f 
using the  model cannot be more accu ra te  than  th e  c o n s t ru c t io n  
and d e f i n i t i o n  o f  th e se  p o r t io n s  perm it.
The schematic mapping, a lone of th e se  p o r t io n s ,  i s  lo g i c a l l y  
ambiguous. I t s  o rg a n iz a t io n a l  method o f transfo rm ing  p e rcep tions  
in to  manageable d a ta  has a c r u c ia l  e f f e c t  upon the i n t e r p r e t a b i l i t y  
o f  the r e s u l t s  ob ta ined . For example, i f  the  schem atic  mapping 
imposes a system of measurement on the  given  in fo rm atio n ,  the 
r e s u l t  w i l l  c o n s is t  of measurements o f  a chosen a sp e c t  of th a t  
in fo rm ation . These measurements can be examined accord ing  to  
s tandard  methodology r e l a t i n g  to  measurement, such as s t a t i s t i c a l  
p rocedure. However, th ese  measurements a re  immediately meaningful 
only in  r e l a t i o n  to  t h e i r  p o s i t io n  w i th in  a num erical framework, 
no m a tte r  what the r a t i o n a l  s t r u c tu r e  and symbolic mapping a re .  
F u r th e r  meaning depends on schematic i n t e r p r e t a t i o n  of the  r e ­
s u l t s .  In p a r t i c u l a r ,  in fo rm ation  not included in  the  chosen 
a sp e c t  can be examined only  by in fe re n c e ,  as f a r  as the' numerical 
framework i s  concerned.
The defined  space has two s e ts  o f  p r o p e r t i e s .  The f i r s t  
s e t ,  determined by the symbolic fu n c t io n ,  co n ta in s  lo g ic a l  and
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a d d i t io n a l  s t r u c t u r a l  p ro p e r t i e s  of the r a t i o n a l  s t r u c tu r e .  The 
second s e t ,  determined by the  schematic mapping, con ta in s  non- 
lo g ic a l  p ro p e r t ie s  s p e c i f ie d  by the  o rg a n iz a t io n a l  method used 
in  th a t  mapping. The defined  space can assume the p ro p e r t ie s  
of almost any p re s e n t ly  e x i s t in g  mathematical space. I t  may be 
a lg e b ra ic ,  to p o lo g ic a l ,  or a fu n c t io n  space. I f  necessary , i t  
may co n ta in  an i n f i n i t e  number of dimensions. I t  appears bes t  
to  make the p ro p e r t ie s  of the defined  space as minimal as 
p o s s ib le  r e l a t i v e  to  the r e s t  of the model, so th a t  r e s u l t s  ob­
ta in ed  a re  not obscured by d e t a i l  i r r e l e v a n t  to  the  purposes of 
the  a n a ly s is .
The defined  space must have p ro v is io n  fo r  d is t in g u is h in g  
the exact type o f  defined  in fo rm ation  th a t  the  schematic mapping 
p rov ides . I f  the mapping transform s in form ation  in to  in te g e rs ,  
the  defined  space must co n ta in  a w e ll-o rd e red  s e t  of p laces  where 
p o in ts  can be mapped. I f  r e a l  numbers a re  to  be imbedded, the 
defined  space must co n ta in  a s u f f i c i e n t l y  long p o r t io n  of the 
r e a l  l in e  upon which to  map them.
I f  the  image of the  schem atic  mapping in  the defined  space 
c o n s is t s  of numbers to  be c a lc u la te d ,  computational processes 
must be ob ta ined . The usual method of ob ta in in g  these  processes 
i s  compatible w ith  the model d iscussed  here . The genera lized  
r a t i o n a l  s t r u c tu r e s  fo r  these  p rocesses  c o n s is t  of negation , 
q u a n t i f i c a t io n ,  and a l t e r n a t i o n .  The symbolic mapping makes 
the  co n f ig u ra t io n s  of these  s t r u c tu r e s  s p e c i f i c  by ass ig n in g  
d e f i n i t e  meanings to  the  e n t i t i e s  and r e la t io n s h ip s  in  a defined
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tneasureable space.
The same s t ru c tu re  can y ie ld  more than one computational 
p ro cess .  For example, the same s t ru c tu re  i s  used to  o b ta in  the 
system of in te g e rs  under a d d i t io n  and the system of in te g e rs  
under m u l t ip l i c a t io n .  Sets of s t ru c tu re s  can be genera lized  
f u r th e r .  For example, a l l  a lg e b ra ic  groups can be expressed 
as a s in g le  type of s t ru c tu re  of e n t i t l e s  and r e l a t i o n s h ip s ,  
no m a tte r  how many elements they may con ta in . Then the s p e c i f i c  
r a t i o n a l  s t r u c tu r e  s e le c ted  may have been obtained from a p re ­
v ious  symbolic mapping of a genera lized  s t r u c tu r e  in to  an 
in te rm ed ia te  defined  space, conforming to  the  axioms of a 
system such as a lg eb ra ,  topology, or fu n c t io n a l  a n a ly s is .  The 
model d iscussed  here  does not exclude t h i s  p o s s i b i l i t y .  The 
s t r u c tu r e  used need not have been obtained in  t h i s  manner, s ince  
i t  i s  defined  w ith  r e l a t i o n  to  the  f i r s t - o r d e r  language. However, 
the  use of an in te rm ed ia te  space to  c l a r i f y  the s t r u c t u r e ' s  con­
f ig u r a t i o n  i s  o f te n  u se fu l  to  the  a n a ly s t .
I t  may be r i g h t l y  observed th a t  the  model described  here  i s  
no th ing  but a c o d i f ic a t io n  of the a n a l y s t ' s  a p r i o r i  conclus ions . 
Contemporary lo g ic a l  thought seems to  imply th a t  one can expect 
no th ing  e ls e  o f  such a model in  a deductive framework. The 
au tho r  knows of no lo g ic a l  system which claims to  have i t s  b a s is  
in  r e a l i t y ,  or anyth ing  e lse  than the  in te rp re te d  pe rcep tions  
and concepts of the person form ulating  the  lo g ic .  Logic, app lied  
lo g ic ,  and mathematics a re  considered to  be c e r t a in  only because 
the  persons using them have a common l i n g u i s t i c  c o n tra c t  regard ing
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a l l  symbols and procedures used. The model d iscussed  here  a ttem pts  
to  serve as the b a s is  fo r  such a co n tra c t  f o r  those read ing  the 
p resen t s tudy.




THE COMPATIBILITY OF LOGICAL STRUCTURE 
AND MUSIC
*Anton Webern, The Path  to  th e  New Music, e d i te d  by W il l i
Reich, t r a n s la t e d  by Leo Black from Per Wee zur neuen Musik (s im ul­
taneous ly  published Bryn Mawr, Pennsy lvan ia : Theodore P resse r
Company in  con junction  w ith  U h iv e rsa l -e d i t io n ,  1960), p . 10.
2
Adolph Weiss, "The Lyceum of SchHnberg," Modern Music IX
no. 3 (M arch-April, 1932): 99.
3
The c o n tro v e rs ia l  work o f Rudolf Carnap i s  perhaps most s a f e ly  
approached through the c r i t i q u e  by Alan Hausman and Fred Wilson,
Carnap and Goodman; Two F o rm alis ts  (Iowa C ity :  U n iv e rs i ty  of Iowa,
1967). Nelson Goodman, Languages o f A r t : An Approach to  a Theory of
Symbols ( In d ia n a p o l is :  Bobbs-M errill ,  [1968]) ,  i s  a u se fu l  s tudy whose
r e s u l t s  can be g e n e ra l iz e d .  Perhaps the  most i n t e r e s t i n g  of the  works 
by c r i t i c s  in fluenced  by the  French s t r u c t u r a l i s t  movement i s  by 
Roland B arthes, Le degre zero  de l ' e c r i t u r e  (P a r i s :  E d itions  du S eu ll ,
[1953]) .
^The p re sen t  study fo llow s W i t tg e n s te in 's  d e f in i t i o n  of "aspect"  
as re c o g n it io n  of an a t t r i b u t e  or p o r t io n  of the  s u b jec t  a t  the  w i l l  
o f  th e  observer, as given in  th e  work, Ludwig von W ittg en s te in ,  
P h ilo so p h ica l  I n v e s t ig a t io n s ,  t r a n s la t e d  by G. E. M. Anscombe (Oxford: 
B as i l  B lackwell, 1953), b i l in g u a l  e d i t io n ,  pp. 208e-209e.
^The d isso n an t chord mentioned here  appears i n  measure 267, the  
beginning of the  P r e s to . The b a r i to n e  e n t ry  i s  i n  the  n in th  ba r  of 
t h a t  P re s to ,  measure 276.
^Paul Hindemith, The C ra f t  of Musical Composition, t r a n s la t e d  by 
A rthur Mendel (New York: A ssociated  Music P u b l ish e rs ,  1945); Joseph
S c h l l l in g e r ,  The S c h i l l in g e r  System o f  Musical Composition (New York: 
Carl F is c h e r ,  I n c . ,  [1946 J) ,  2 v o l s . ; a r ig o ro u s  d e f i n i t i o n  o f  p i tc h  
s e r i a l i z a t i o n  as Webern knew i t  i s  g iven  in  the  work, E rnst Krenek, 
S tud ies  in  C ounterpoint: Based on the  Twelve-Tone Technique (New York:
G. Schirmer, I n c . ,  [1940]).
7
Haskell Brooks Curry, Foundations o f  Mathematical Logic 
(New York: McGraw-Hill Company, I n c . ,  [1963 ]) ;  Joseph Robert Shoenfie ld ,
Mathematical Logic (Reading, M assachuse tts :  Addison-Wesley Publish ing
Company, [1967]) .
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CHAPTER I I
PHILOSOPHICAL AND LITERARY INFLUENCES ON WEBERN'S MATURE STYLE
In tro d u c t io n
P h ilo so p h ica l  Ideas mentioned In  Webern's published w r i t in g s  a re  
d iscussed  In  t h i s  ch ap te r .  These Ideas seem to  have had conside rab le  
In f luence  on Webern's fo rm ula tion  o f  p r in c ip le s  underly ing  h is  
mature s t y l e .  In  p a r t i c u l a r ,  a ph ilo so p h ica l  j u s t i f i c a t i o n  fo r  the  
d e l ib e r a t e  use of new r a t io n a l  s t ru c tu re s  In  music Is  shown.
Several schem atic  o rg a n iz a t io n a l  methods appear among these  
Ideas . Webern's use of transfo rm al and metamorphlc techn iques  may 
have been based upon the b o ta n ic a l  Ideas of Goethe. His use of 
timbre as a s t r u c t u r a l  de term inant may have been suggested by the  a r t  
and w r i t in g s  o f  Kandinsky. The value which he placed upon form fo r  I t s  
own sake, as w e ll  as  h i s  Id e a l i z a t io n  of lo g ic a l  p ro cess ,  may have 
been due to  h i s  read in g s  of P la to  and Rant. The s p e c i f i c  requirem ents  
fo r  lo g ic a l  p rocess  In  music, as d iscussed  In the th i r d  s e c t io n  of 
the f i r s t  chap te r  o f  the  p re sen t  s tudy, a re  p a ra l le l e d  In  Houston 
Stewart C ham berlain 's  book on Kant, which Webern owned.
Webern's approach to  these  Ideas was undoubtedly shaped by h is  
thorough s c h o la s t i c  t r a in in g  a t  the  Gymnasium a t  K lagen fu rt ,  which 
enabled him to  q u a l i fy  fo r  the U n ivers ity  of Vienna. The p rog ress ive  
i n t e l l e c t u a l  c l im ate  of the  U n iv e rs i ty  i t s e l f  must have a l s o  a l te r e d  
th a t  approach.^ Since exac t in form ation about Webern's ed uca tion  was 
un availab le  a t  the  time of w r i t in g ,  the  p resen t  study assumes only
40
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th a t  Webern read the  sources c i te d  in  an unbiased manner, and does 
not a ttem pt to  draw in fe ren ces  about t h e i r  r e l a t i o n  to  the  I n t e l l e c t u a l  
G e a ta l t  i n  which Webern encountered them.
Sec tion  1. Sources Cited in  Webern's Published W ritings
At the  time th a t  the  p re sen t  s tudy  was w r i t t e n ,  Webern's published
2w ri t in g s  were: Per Weg zur neuen Musik. a c o l le c t io n  of notes  taken
a t  h i s  l e c tu re s  of 1932-3, w ith  l e t t e r s  to  W il l i  Reich; the  foreward 
to  h is  e d i t io n  o f  I s a a c 's  C hora lis  C onstan tinus I I .  which was h is
3
d o c to ra l  t h e s i s ;  an essay , r e p r in te d  w i t h ’a q u o ta t io n  and an exce rp t 
4
from a l e t t e r ;  d ia ry  e n t r i e s  and m iscellaneous sh o r t  passages quoted 
in  R e ich 's  Anton Webern; 5 l e t t e r s  to  th e  Humpliks;*’ to  Roberto
G erhard t;^  ex ce rp ts  o f  l e t t e r s  and d ia r y  e n t r i e s  in  F r e id r ic h  W ildgan 's
8 9Anton Webern; and l e t t e r s  c i t e d  in  a r t i c l e s  by W il l i  Reich.
Some of these  sources mention books which Impressed Webern, and
theee  books a re  a l s o  mentioned below. A p a r t i a l  l i s t i n g  o f  h i s  personal
l i b r a r y  i s  a v a i l a b l e . T h e  t e x t s  which he chose to  s e t  to  music a re
c i te d  as in d i r e c t  c lues  to  h i s  p h i lo so p h ic a l  and a e s th e t i c  le an in g s .
The author mentioned most f r e q u e n t ly  in  these  sources i s  Goethe.
In  1911, Webern read Wilhelm M e is te r ; he owned Farben lehre  and an e d i -
12t io n  of G oethe 's  conversa tions  w ith  Eckermann. During 1918, he i s
sa id  to  have c a r r ie d  Faust around w ith  him, as many German-speaking
13i n t e l l e c t u a l s  have done. He read the  G o e th e-S ch il le r  correspondence 
in  1928 and the Goethe-Eckermann conversa tions  in  1936.*^
Goethe i s  quoted twice in  connection  w ith  the  concept o f  meta­
morphosis in  the  correspondence w ith  the  Humpllks. In  the  l e t t e r
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of May 26, 1941, the  V a r ia t io n s , opus 30, a re  d iscu ssed  as  fo l lo w s :
Imagine t h i s :  6 no tes  a re  g iven , and In  a shape determined
by th e  sequence and the  rhythm, and what fo llow s . . .  I s  
no th ing  o th e r  than  t h i s  shape over and over again.'
N a tu ra l ly  in  co n tin u a l  "Metamorphosis" ( in  m usical terms 
t h i s  p rocess  i s  c a l le d  "V ar ia tion")  - -  bu t I t  i s  n e v e r th e le s s  
the  same every  tim e.
Goethe says of the  "Prime Phenomenon":
" id e a l  as  th e  u l t im a te  recogn izab le  th in g ,  
r e a l  when recognized*, 
symbolic, s ince  i t  embraces every  case , 
i d e n t i c a l  w ith  every case**".
* In  my p ie ce ,  th a t  i s  what i t  i s ,  namely th e  shape mentioned 
above.1 (The comparison serves  only to  c l a r i f y _ th e  p r o c e s s . )
** Namely in  my piece.' That i s  what i t  does.'
J o s e f  Fo lnaur,  the  e d i t o r  o f  the  Humpllk correspondence, g ives the
source o f  the  q u o ta t io n  as "N aturw issenshaft in  Allgemeinen, e in ze ln e
B etrachtungen und Aphorismen," and no tes  t h a t  the  l i n e s  a l s o  appear
in  G o e th e 's  "Maxims und R e f l e c t i o n s . " ^  The l e t t e r  o f  Ju ly  25, 1942
t o  H ildegard Jone quotes G oethe 's  poem, "The Metamorphosis o f  P l a n t s , "
l i n e s  5-8, in  connection  w ith  the  form of th e  Second C an ta ta , opus 31.
What went b e fo re  i s  now repea ted  backwards. "Repeated":
. . . "All shapes a re  s im i la r  and none a re  the  same: thus 
th e  chorus p o in ts  to  a s e c r e t  law, to  a ho ly  r i d d l e . "
This poem co n ta in s  one o f  G oethe 's  most concise  d e s c r ip t i o n s  of h is
"prim eval p la n t"  concept.
Webern's p reoccupation  w ith  t h i s  concept i s  shown in  h i s  l e t t e r
to  W i l l i  Reich, August 23, 1941.
As w ith  G oethe 's  "primeval p la n t"  - -  "w ith  t h i s  model, and 
the  key to  i t ,  one can s tra igh tw ay  inven t p la n t s  ad in f in i tu m  
. . . the  same law w i l l  be found to  app ly  to  a l l  o th e r  l iv in g  
m a tte r . '"  I s n ' t  t h a t  th e  meaning o f our law o f th e  row, a t  
i t s  d e ep e s t? -*-”
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The q u o ta t io n  I s  from G oethe 's  l e t t e r  to  h i s  te ac h e r ,  Herder, May 
1917, 1787. Webern would have had to  have read e i t h e r  G oethe's
e a r ly  correspondence or the  I t a l i a n  Journey to  have known i t .
The "primeval p la n t"  concept reap p ea rs  in  Webern's l e c tu r e s  of
February 19 and 26, 1932.
Y o u 'l l  a lre ad y  have seen where I  am lead ing  you.
G oethe 's  primeval p la n t ;  the  ro o t  i s  In  f a c t  no d i f f e r e n t  
from the  s t a l k ,  the  s t a l k  no d i f f e r e n t  from the l e a f ,  and 
the  l e a f  no d i f f e r e n t  from the  f low er;  v a r i a t io n s  of the 
same idea . . . .  The same law a p p l ie s  to  every th ing  l iv in g ;  
" v a r ia t io n s  on a theme" — t h a t ' s  the  primeval form, which 
i s  a t  the  bottom o f  ev ery th in g . Something th a t  seems q u i te  
d i f f e r e n t  i s  r e a l l y  the  same. The most comprehensive 
u n i ty  r e s u l t s  from t h i s .
G oethe 's  f u l l  ex p lan a tio n s  o f  th e  "prim eval p la n t"  concept a re  found 
in  h i s  jo u rn a l ,  N a tu ra l  Science in  G enera l; Morphology in  P a r t i c u l a r , 
and in  h i s  bo o k le t ,  "Metamorphosis o f  P l a n t s . "  The au thor i s  of 
the  op in ion  th a t  Webern would have had to  have read one o f  these  
sources to  o b ta in  th e  e x c e l le n t  grasp he had of G oethe 's  r a th e r  
unorthodox s c i e n t i f i c  thought. Webern i s  known t o  have had a pe r­
s i s t e n t  i n t e r e s t  in  n a tu re  and botany, and a t  one time c a r r ie d  a
21b o ta n ic a l  lex ico n  w ith  him on ex cu rs io n s .  Webern's comments on 
Nature a re  much l i k e  G o e th e 's ,  and a re  f u r th e r  d iscussed  below.
The le c tu re  of February  20, 1933 shows th a t  Webern was a ls o  i n ­
te r e s t e d  in  G oethe 's  work on v i s u a l  p e rcep tio n , F a rb en leh re . There 
a re  two q u o ta t io n s ,  bo th  c e n t r a l  to  Webern's m usical philosophy, c i t e d .
And he says , "But perhaps those  o f  a more o rd e r ly  tu rn  
o f  mind w i l l  p o in t  out t h a t  we have not ye t  even given 
a d e f i n i t e  ex p lan a tio n  o f  what co lour in  f a c t  i s  . . . <
Here again  th e re  i s  no th ing  l e f t  to  r e p e a t :  colour i s
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n a tu ra l  law as  r e l a t e d  to  the sense o f  s i g h t . "
Since the  d i f fe re n c e  between colour and music Is  one of 
degree, not of k ind , one can say th a t  music i s  n a tu ra l  law 
as r e l a t e d  to  the  sense of h e a r in g .^2
According to  the  le c tu r e  n o te s ,  the fo llow ing  q u o ta t io n  i s  from the
in t ro d u c t io n  of F a rb en leh re . but i t  i s  no t.
Goethe speaks a p h o r i s t i c a l ly  of " the  im p o s s ib i l i ty  of account­
ing fo r  beauty  in  na tu re  and a r t  . . .  We want to  sense laws 
. . . one would have to  know them ." But Goethe sees t h i s  as 
almost im possible — but th a t  d o e s n ' t  make i t  l e s s  a neces­
s i t y  " to  g e t  to  know the  laws accord ing  to  which n a tu re  in  
g e n e ra l ,  in  the  p a r t i c u l a r  form of human n a tu re ,  tends to  
produce and does produce when she can . . . "
What was th a t?  Goethe sees a r t  as a product of na tu re  
in  g e n e ra l ,  tak in g  the  p a r t i c u la r  form human n a tu re .  That 
i s  to  say, th e re  i s  no e s s e n t i a l  c o n t r a s t  between a product 
of n a tu re  and a product of a r t ,  bu t t h a t  i t  i s  a l l  the  same, 
th a t  what we regard  as  and c a l l  a work of a r t  i s  b a s ic a l ly  
no th ing  but a product of na ture  in  g en era l .
[We] must s t r i v e  to  d iscover  the laws accord ing  to  which 
n a tu re ,  in  i t s  p a r t i c u l a r  form "man," i s  p ro duc tive . . . .
[ i t ]  i s  a m a tte r  of n a tu ra l  laws, . a l l  d is c u s s io n  can 
only take  p lace  a long these  l in e s .
T h is  passage seems to  r e f l e c t  the  i n t e r p r e t a t i o n  of Goethean p r in ­
c ip le s  by the  p h ilo so p h ic a l  school of German idea lism . I t  seems 
in t e r e s t i n g  t h a t  Webern does not quote from w r i t in g s  of th i s  
school, but from e a r l i e r  sources, and the  p re sen t  s tudy consequently 
fo llow s Webern's p ra c t ic e  in  t h i s  regard .
Webern makes only two s p e c i f ic  comments on the  w r i t in g s  of h is  
contem poraries o th e r  than Schoenberg and Berg in  c u r r e n t ly  published 
w r i t in g s .  The l e t t e r  to  Alban Berg, December 21, 1911, l in k s  him 
d i r e c t l y  to  the  e a r ly  e x p r e s s io n is t i c  p a in te r s  who experimented 
w ith  v i s u a l  co lo r  a t  the time th a t  Schoenberg experimented w ith  
sound c o lo r ,  Klangfarbenm elodie.
Kandinsky 's  book i s  e x c e l le n t .  I  do no t th in k  I  have
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a lre ad y  w r i t t e n  to  you about J ± ;  or have I?  I t  i s  
c a l le d  The S p i r i t u a l  in  A r t .
The p u b l ic a t io n  o f  one o f  Webern's songs in  Per Blaue R e i t e r , which
was e d i te d  by Kandinsky, was probably due to  Schoenberg 's in f lu en c e .
The Schoenberg-Kandinsky correspondence of 1911-1912, which i s  not
p u b lish ed , should give more in d i r e c t  in fo rm ation  about Kandinsky's
in f lu en c e  on Webern.
Webern wrote to  h i s  cousin Diez, November 5, 1902, th a t  he was
"a t te n d in g  l e c tu r e s  . . . g iven by Dr. Mflller about 'P r a c t i c a l
P h ilosophy ' — a f in e  chap who ta lk s  more about l i t e r a t u r e  than 
25philosophy. The au thor has been unable to  f in d  any more inform ation
about Dr. MUller. An o f f i c i a l  l i s t i n g  o f the  d o c to ra l  d i s s e r t a t i o n s
in  ph ilosophy w r i t t e n  a t  the  U n iv e rs ity  o f  Vienna during  Webern's years
th e re  shows t h a t  f a v o r i t e  to p ic s  were the  p h ilo so p h ie s  o f  L e ib n i tz ,
26Kant, and Schopenhauer. Webern was p e rso n a l ly  acquain ted  w ith  the
27 28 w r i t in g s  o f  Kant, Schopenhauer, and N ie tzsche .
Webern's m a t r ic u la t io n  a t  the U n iv e rs ity  o f Vienna im plies  th a t  he
passed the  Matura, a s t r i c t  en trance  exam ination r e q u i r in g  knowledge
29of Greek and L a t in ,  as  w ell as an c ien t  t e x t s  and mythology. In  1941,
he n o t ic e d ,  w hile  read ing  P la to  or a P la to  commentary, th a t  the  Greek
word Nomos meant melody as  w ell as law. He was s u f f i c i e n t l y  impressed
by t h i s  inc idence  to  w r i te  to  both W il l i  Reich and Hildegard Jone about
i t .  In  the  l e t t e r  to  W il l i  Reich, he shows th a t  the  idea  underly ing  the
dual meaning o f Nomos i s  c h a r a c t e r i s t i c  of h i s  mature works.
A voice g ives  out the  law — in  t h i s  case the  soprano 
s o l o i s t  — t h a t ' s  to  say "melody" — but the  Greeks had 
the  same word fo r  th a t  as fo r  law: "Nomos." So the
"melody" has to  " lay  down the law ."
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T h a t 's  how i t ' s  always been in  music by the  
m asters! Whether 1 s h a l l  b r in g  i t  o f f  as they d id ,  
only God knows, bu t a t  l e a s t  I 'v e  recognized w h a t 's  
involved.'
N a tu ra l ly ,  the  "row" in  I t s e l f  co n s it i tu f ts  a 
law, bu t i t  n e ed n 't  a l s o  be the  "melody!" But s ince  
in  my case i t  in  f a c t  i s . the  row tak es  on a q u i te  
sp e c ia l  importance. The foundations  o f  our technique 
in  genera l a re  th e re ,  but I  th in k  I 'm  re tu rn in g  to  
them in  a q u i te  sp e c ia l  sense .30
P la to  d iscu sses  the  double meaning o f Nomos. as f a r  as the  au thor
knows, only in  h is  d ia logue, Laws. In  t h i s  work, the  concept of law
in  general i s  developed as  an analogy to  musical law, and the  double
31meaning i t s e l f  i s  twice mentioned s p e c i f i c a l ly .  The passage des­
c r ib in g  Greek music in  t h i s  work would probably have in te r e s t e d
Webern from a m usico log ica l s tan d p o in t .
I t  may be in fe r r e d  from Webern's l e t t e r  to  Berg on December 21, 
1911, th a t  Webern read Kant in  depth.
I  am g iv ing  you K an t 's  l e t t e r s  because I  wish you
to  become acquain ted  soon w ith  t h i s  sp lend id , remarkable
mind.
I  do not know very  many o f h i s  works e i t h e r .  But I  
am s t r iv in g  towards a v e ry  exac t knowledge of him.32
Webern's re sp e c t  fo r  th e  w r i t in g s  o f  o th e r s ,  probably a r e s u l t
of h is  c l a s s i c a l  educa tion  and h i s  m usico log ica l t r a in in g  under
Guido A dler, i s  shown in  h i s  l e t t e r  to  Hildegard Jone, September 3,
1933.
The examples you sen t me from t r a n s la t io n s  o f  
V irg i l  made me - -  I  c a n 't ;  put in  any d i f f e r e n t l y  - -  
extremely s c e p t i c a l . I s  th e re  any sense in  t r a n s ­
l a t i n g  so u n l l t e r a l l v ? What i s  l e f t  o f  the thought?
I t  becomes th a t  o f  th e  t r a n s l a t o r .  For in  th e  l a s t  
a n a ly s is  i t  i s  th e  words th a t  make the  thought! For 
example: ' d i c i t e . ’ That d o e s n ' t  mean ' s i n g . '  I t
means ' s a y , '  'sp e a k ' . . . h a s n ' t  the  thought been 
considerab ly  f a l s i f i e d  thus?  . . . The passage from 
the 'T i l l a g e '  s e c t io n  . . . appears to  me to  have
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
47
a b so lu te ly  no connection w ith  th e  o r ig i n a l .  1 am 
s h o c k e d 33
There i s  enough evidence In Webern's published  w r i t in g s  to  show 
th a t  h i s  i n t e r e s t  in  p h i lo so p h ica l  and l i t e r a r y  works was l i f e lo n g ,  
and t h a t  i t  a f fe c te d  h is  musical th in k in g . He seems not to  have been 
con ten t w ith  s u p e r f i c i a l  knowledge o f  the ideas  invo lved , bu t s tro v e  
to  o b ta in  deep understanding  of them.
Sec tion  2. The In f luence  o f Goethe: Metamorphosis
I t  i s  dangerous to  quote Goethe. His range of i n t e r e s t  was so 
u n iv e r s a l ,  h i s  ou tput so v a s t ,  and h is  l i f e  so long th a t  one can not 
only f in d  passages , bu t even c o n trad ic to ry  passages in  h is  work on 
almost every s u b je c t .
*
This p o in t  i s  i l l u s t r a t e d  by*^oel£htr,-&^qninents on the  s t ru c tu re  
of h i s  F a u s t . He worked on Faust almost a l l  o f  h i s  p roductive  l i f e ,  
leav ing  i t  u n fin ished  a t  h i s  dea th ;  the  development o f  Faust as a 
l i t e r a r y  work p a r a l l e l s  G oethe 's  own development. Eckermann gives 
G oethe 's  comments th u s ,  recorded in  1827:
But what s trange  people the Germans a r e j  They 
make l i f e  so much more d i f f i c u l t  than i t  need be by 
t h e i r  profound thoughts  and ideas which they  look fo r  
i n  every th ing  and read in to  every th in g . Why on e a r th  
w i l l  you never have th e  courage to  su rrender yourse lves  
to  be taugh t something new, to  be in sp ired  and emboldened 
to  some g re a t  achievement! Why must you always assume 
t h a t  no th ing  i s  any good un less  i t  i s  some s o r t  of 
a b s t r a c t  thought or idea?
They come to  me fo r  in s tance  and ask : what idea
did  you t r y  to  embody in  F au s t? As i f  I  knew the  
answer myself and could put i t  in to  words' The l i f e  
I  po rtrayed  in  Faust i s  r i c h  and many-coloured and very  
v a r io u s ,  and a f in e  th in g  i t  would have been, I  must 
say , i f  I  had attempted to  thread th a t  on to  the  th in
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s t r i n g  o f  a s in g le  pervading Idea.' 34
Twenty-one years  e a r l i e r ,  however, according to  Luden, Goethe s a id :
Faust does a f t e r  a l l  possess  I n t e r e s t  of a h igher 
kind - -  the  id e a ,  th a t  I s  to  say, which In sp ire d  the  
poet and binds a l l  the  In d iv id u a l  p a r t s  of the  poem 
In to  a whole, fu rn ish in g  the law fo r  each and every 
one, and ap p o r t io n in g  to  each I t s  due and proper Im­
po rtance . 35
The w idely  re sp ec ted  Goethe s c h o la r s ,  Wilkinson and Willoughby, solve
t h i s  p a r t i c u l a r  c o n t ra d ic t io n  w ith  the exp lan a tio n  t h a t ,  in  the  f i r s t
q u o ta t io n ,  Goethe equates  " id ea"  w ith  a b s t r a c t  thought, whereas in
the  second, " id ea"  i s  more n e a r ly  eq u iv a len t  to  cen te r  or M it t le p u n k t .
The ex p lan a tio n  o f  M itt lep u n k t  con tinues :
And the words [ o f  the  second q u o ta t io n ]  . . . which . . . 
determ ine the  c lim ate  of i t s  meaning a re  not derived  
from the  sphere of a b s t r a c t  thought a t  a l l ,  but from 
th a t  of o rgan ic  growth . . . .  The u n ify ing  -p r in c ip le  
he has here in  mind i s  not a p h i lo so p h ic a l  ' i d e a '  a t  
a l l ,  no t one which can be a b s t r a c te d  from the p o e t ic  
s t r u c tu r e  and form ulated in  o th e r  terms. I t  i s  r a th e r  
the p r in c ip le  which i s  a c t iv e  in  the  l iv in g  p rocesses  
of the  poem i t s e l f ,  the  form ative tendency, or 
B i ld u n g s tr ie b .  which o rg an ises  a l l  the  p a r t s ,  however 
d iv e r s e ,  in to  a meaningful whole. ' i d e a '  here s i g n i f i e s  
'o rg a n ic  c e n t r e '  . . .  — the po in t from which a l l  the  
p a r t s  r a d i a t e  and 'o u t  of which, m utually  r e p le n ish in g  
and completing each o th e r ,  they  a l l  have grown and 
could w ell go on growing. . .  . The p o e t ic  tendency 
of the  in d iv id u a l  p a r t ,  ' he i n s i s t s ,  'p o in ts  a t  a l l  tim es to  
necessa ry  connec tion , th a t  i s ,  to  a conmon c e n t r e ,  
to  a primary idea . . . .  . the fragments # . . .  . w i l l  ap­
pear in  th a t  same whole as o rgan ic  p a r t s ,  and then , 
and only then , w i l l  they assume t h e i r  t ru e  s i g n i f i c a n c e . '
There i s ,  perhaps, a f u r th e r  ex p lana tion  fo r  these  c o n tra d ic to ry
passages . In  1806, Goethe was e n th u s i a s t i c a l l y  developing  h i s
b o ta n ic a l  th e o r i e s ,  and f e l t  t h a t  h is  ideas  were v a l id  no t only in
s c i e n t i f i c  f i e l d s ,  bu t a l s o  in  l i t e r a t u r e .  The second q u o ta t io n
r e f l e c t s  h is  b o ta n ic a l  th e o r ie s .  By 1827, he had res igned  h im self
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to  the  in d i f fe r e n c e  of s c i e n t i s t s  to  h i s  work, and was perhaps d i s -
37heartened  about h is  th e o r i e s .
Goethe was hampered in  h is  s c i e n t i f i c  work by the very  t a l e n t s  
which enabled him to  w r i te  powerful l i t e r a t u r e  — h i s  s t ro n g ,  i n t u i ­
t i v e  c r e a t iv e  impulse, and h is  keen powers o f  o b se rv a tio n .  He was 
i n  the  h a b i t  of r e ly in g  upon h is  su b je c t iv e  judgement because i t  was, 
fo r  the  most p a r t ,  a c c u ra te .  I f  h i s  judgement was c o n tra d ic te d ,  he 
would a l t e r  or en la rge  h i s  hypotheses in s te a d  o f s t a r t i n g  over. He 
would a ttem pt to  g a in  a concep tua l,  i n t u i t i v e  unders tanding  o f a
given  phenomenon as a whole, l a t e r  l in k in g  i t s  components to  the
u  1 38whole.
This procedure was d i r e c t l y  opposed to  th a t  o f  the  s c i e n t i s t s  
o f  G oethe 's  time, which was based on a s t r i c t  a p p l ic a t io n  of the  
methods o u tl in ed  by Newton and Kant. The in c o m p a t ib i l i ty  o f  G oethe 's  
method w ith  th a t  o f  Newton i s  shown by t h i s  passage from Newton's 
P r in c ip a
But h i t h e r t o  I  have no t been ab le  to  d isco v e r  the  cause 
o f  th e se  p ro p e r t ie s  of g r a v i ty  from phenomena, and I  
frame no hypotheses. For whatever i s  no t deduced from 
the  phenomena i s  to  be c a l le d  an h y p o th e s is ;  and 
hypotheses , whether m etaphysica l o r  p h y s ica l  . . . have 
no p lace  in  experim ental ph ilosophy . In  t h i s  philosophy 
p a r t i c u l a r  p ro p o s i t io n s  a re  in f e r r e d  from the  phenomena, 
and a f te rw ard s  rendered g enera l  by in d u c t io n  . . . .  And 
to  us i t  i s  enough th a t  g r a v i ty  does r e a l l y  e x i s t ,  and 
a c t s  accord ing  to  the  laws we have ex p la ined .
As Leibn iz  had before  him, Goethe p laced  h im se lf  in  o p p o s it io n  to
Newton, and in  s p i t e  of a g re a t  d ea l  o f  honest e f f o r t ,  was unable
to  accep t the  s c i e n t i f i c  method w holehearted ly .^®  Although h is
s c i e n t i f i c  work was unacceptable  to  h i s  con tem poraries , i t  i s
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m aintained today th a t  i t  a n t ic ip a te d  Darwin's theory  of e v o lu t io n
and the  methodology o f p sycho log ica l s tu d ie s  of p e rc e p t io n . ^  I t
w i l l  be shown in  the  next s e c t io n  of t h i s  paper th a t  Kandinsky 's
id eas  of p e rc ep t io n  a re  much l ik e  G oe the 's .  Both v iew poin ts  of
p e rc ep t io n  can be supported from passages in  K an t 's  works.
The concept o f  the "primeval p la n t"  was developed by' Goethe
on h i s  f i r s t  jou rney  to  I t a l y .  The concept i t s e l f  r e s u l t e d  from
h is  o b se rv a tio n s  of p la n ts  under non-experlm ental c o n d i t io n s ,  and
i s  t h a t  the  p rocess  by which he thought the  un iverse  was formed
would be r e f l e c t e d  in  each p a r t  o f i t ,  whether th a t  p a r t  be c u l tu r a l ,
42a r t i s t i c ,  or s c i e n t i f i c .  This process he ca l led  metamorphism,
and i t  i s  the  p rocess  r e f e r r e d  to  by Webern in  connection  w ith  h is
own music. The passage in  which Goethe comes c lo s e s t  to  an o u t r ig h t
s ta tem en t t h a t  metamorphosis holds the  key to  both n a tu re  and a r t  i s
th e  ve ry  passage c i te d  by Webern when he d e sc r ib e s  the  q u a l i t i e s
determ ine the  a r t  he co n s id e rs  g re a t .
I  have h i t  upon a fcVtfftx’TTA.V ( s in g le  law which i s  v a l id  fo r  
a l l ) ,  in  botany e s p e c ia l l y ,  which amazes me . . .  -
The p r i n c i p l e ,  by which I  i n t e r p r e t  works of a r t  
and unlock the  s e c r e t  which a r t i s t s  and a r t  ex p e r ts  
s in ce  the  Renaissance have been la b o r io u s ly  t ry in g  to  
d is c o v e r ,  seems t o  me sounder every time I  apply i t .
I t  i s  v e r i l y  the  egg o f  Columbus . . . .
One th in g  i s  c e r t a i n :  a l l  the  a r t i s t s  of a n t iq u i ty
had as g re a t  a knowledge of Nature and as unerr ing  a 
sense o f  what can be rep resen ted  and how, as Homer . . . .
These m aste rp ieces  of man were brought f o r th  in  
obedience to  the  same laws as th e  m asterp ieces  of 
N ature . Before them, a l l  th a t  i s  a r b i t a r y  and imaginary 
c o l la p s e s :  th e re  i s  n e c e s s i ty ,  th e re  i s  God. 43
Goethe d e f in e s  metamorphosis as fo llow s:
The metamorphosis o f  p la n t s  i s  the  b a s is  6 f  the  physio­
logy o f p l a n t s .  I t  shows as the laws by which p la n ts  
a re  formed . . . .
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In p la n t  s tudy we assume a beginning po in t o f  l i f e  th a t  
e t e r n a l l y  reproduces i t s e l f .
And in  ve ry  few cases i s  the  rep roduction  achieved by 
mere r e p e t i t i o n .
Furthermore, in  th e  more p e r fe c t  organisms i t  i s  done 
through p rog ress ive  development and tran sfo rm a tio n  of the 
b a s ic  organ in to  more and more e lab o ra te  and e f f e c t iv e  organs, 
to  achieve u l t im a te ly  the  h ig h es t  po in t of o rgan ic  a c t i v i t y ;  
in d iv id u a t io n  and r e le a s e  of In d iv id u a ls  from the o rgan ic  
whole through g en era t io n  and b i r t h .  ^
The b a s ic  organ re fe r r e d  to  i s  the  l e a f ,  which Goethe thought was
the  b u i ld in g  block from which a l l  p a r t s  o f  the p la n t  were formed.
This form ation was supposed to  have taken  place in  a manner
e x a c t ly  analogous to  Webern's p r a c t ic e  of fo rm ulating  a l l  p a r t s  of
a m usical work from a s in g le  idea .
By 1823, Goethe decided th a t  the  concept of metamorphosis
alone did not ex p la in  the  workings of the  un iverse .
The concept o f  metamorphosis i s  a h ig h le  es tim ab le  g i f t  
. . . but a dangerous one. I t  leads to  fo rm lessness , d es tro y s  
knowledge, d i s in t e g r a t e s  i t .  I t  i s  l ik e  c e n t r i fu g a l  fo rce  and 
would lo se  i t s e l f  in  the  i n f i n i t e  i f  a counterweight were not 
provided. I  am r e f e r r i n g  to  the  s p e c i f i c a t io n  fo rce  [which 
the t r a n s l a t o r  c l a r i f i e s  as the tendency to  assume s p e c i f i c  
form], th a t  tenac ious  cap ac ity  fo r  p e rs is te n c e  inhe ren t in  
whatever has a t ta in e d  e x is te n c e ,  a c e n t r ip e t a l  fo rce  th a t  can­
not be d is tu rb ed  in  i t s  deepest na tu re  by anything e x te rn a l
We should need to  have recou rse  to  a d iscu ss io n  of a r t .
A symbolism would have to  be c re a te d .  But who i s  to  achieve
th i s ?  Who i s  to  acknowledge i t  a f t e r  i t  has been d o n e ? ^ 5
A d e s c r ip t io n  of an e q u i l ib r iu m  between metamorphosis and the
s p e c i f i c a t io n  fo rce  i s  found in  F a u s t .
When Nature sp ins w ith  unconcern
The end less  thread  and winds i t  on the  sp ind le
Who d iv id es  the Flowing changeless l in e ,  
In fus ing  l i f e ,  and g ives  i t  pu lse  and rhythm?
Who b ra id s  from und is tingu ished  verdan t leaves 
A wreath of honor as a mark of m erit?
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Who safeguards Mount Olympus, who u n i te s  the  gods?
Man's power which in  the  poet s tands  revealed  46
Another i s  recorded by Eckermann.
The a r t i s t  has a twofold r e l a t i o n  to  n a tu re  . . .  he 
i s  her s la v e ,  inasmuch as he must work w ith  e a r th ly  
th in g s ;  but he i s  her m aster, inasmuch as he su b jec ts  
th e se  e a r th ly  means to  h is  h igher in te n t io n s .
In  Webern's mature works, an e q u i l ib r iu m  seems to  e x i s t  between 
the  s t r i c t  lo g ic  to  which the  work must comply in  i t s  sm alles t  de­
t a i l ,  and the  f r e e ,  n a tu ra l  way in  which the  music i t s e l f  develops.
In  the  l i g h t  of the  above passages, i t  seems th a t  t h i s  eq u il ib r iu m  
re p re s e n ts  a balance between the  high purposes of man, who wishes 
to  b r in g  Nature to  r e a l i z e  her f u l l e s t  p o t e n t i a l ,  and th e  genera ting  
p ro cesses  of N ature, from which a l l  i s  born and grows. I t  seems 
t h a t  Webern consc iously  developed both a sp e c ts  of t h i s  balance 
as f a r  as he dared , producing on the one hand a lo g ic a l  system of 
i n t r i n s i c  beauty  and u t i l i t y ,  and on the  o th e r  hand, a concise 
e x p re ss io n  o f the  means by which growth seems to  occur in  a l l  
l i v in g  be in g s .
The formal p r in c ip le s  of the ep ic  s t y l e ,  as d esc ribed  by
Goethe, bear a s trong  resemblance to  techn iques  im portan t in  Webern's
l a t e r  works. Since Webern mehtions read ing  the  volume in  which
they  occur, they  may w ell have influenced  him d i r e c t l y .  They are  
48as fo l lo w s :  (1) p ro g ress iv e  motives which f u r th e r  the  develop­
ment of the  s to r y ;  (2) re tro g rad e  motives which keep i t  back from 
i t s  g o a l ;  (3) r e ta rd in g  m otives; and (4) motives which in troduce  what 
i s  to  happen a f t e r  the  end of the poem. The f i r s t  two p r in c ip le s  
a re  c e n t r a l  to  h is  technique of development. The l a s t  two p r in c ip le s
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i l l u s t r a t e  Webern's method o f  l in k in g  sep a ra te  movements of a m u l t i ­
movement work.
As the l a s t  s e c t io n  o f  t h i s  chap ter shows, Webern does not 
share  G oethe's  av ers io n  o f the  pu re ly  a b s t r a c t  id ea .  From a 
p h ilo so p h ic a l  s tan d p o in t ,  Webern's r e c o n c i l i a t io n  of the ph ilosoph ies  
of Goethe and Kant in  m usical s t r u c tu r e  seems to  be a major achieve­
ment.
Section 3. Kandinsky: The N atura l Law of the  Sense of S ight
Webern was only one o f  many to  f in d  c re a t iv e  in s p i r a t io n  in
G oethe 's  s c i e n t i f i c  work. G oethe 's  s tudy of the appearances of
c o lo r ,  Farben leh re . was an in f lu en ce  on German p a in te rs  during 
49the  Romantic e ra .  One of i t s  c e n t r a l  concepts i s  th a t  co lo r i s
the  r e s u l t  of the  e y e 's  in t e r a c t i o n  w ith  v i s u a l  phenomena, r a th e r
than a q u a l i ty  of the  phenomena them selves. This concept provided
a e s th e t i c  j u s t i f i c a t i o n  fo r  the  work of p re -e x p re s s io n is t  a r t i s t s
such as van Gogh and Gaugin, and t h e i r  fo l lo w ers ,  such as the
Blaue R e i te r  group, w ith  whom Kandinsky was a s so c ia te d .
A pp lica t ions  o f s p e c i f i c  passages i n  Farbenlehre  can be found
in  the  p a in t in g s  of the  Blaue R e i te r  group. For example, Goethe
claims th a t  an overabundance of a s trong  co lo r would cause the
50
r e t in a  to  see i t s  complementary co lo r on ad jacen t  su rface s .
A lex ij  Jaw lensky 's  P eon ies, pa in ted  in  1909, shows a g i r l  dressed
in  v iv id  re d ,  hold ing  red f lo w ers ;  her f l e s h  in  tinged  w ith  r e d 's
complement, g r e e n . ^  Goethe a l s o  s t a t e s  th a t  co lo rs  a re  capable
52of s t im u la t in g  emotions in  a more or l e s s  p re d ic ta b le  manner.
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Van Gogh had been one of the  f i r s t  p a in te r s  of the  n in e te en th
58cen tu ry  to  r e j e c t  the  academic d i s c i p l i n e  of a r t .  His example
and th a t  of many o th e rs  g ive meaning to  Kandinsky's s ta tem ent,
"The a r t i s t  must have something to  communicate, s ince  m astery over
form i s  no t the end b u t ,  in s te a d ,  the  adap ting  of form to  i n te r n a l  
59s ig n i f i c a n c e . "  These p a in te r s  f e l t  t h a t  the  a r t i s t  should gain  
c o n tro l  over h is  medium only to  in c rease  h is  power to  produce a r t .
The purpose-of p a in t in g  became a m a tte r  of s e l f - e x p re s s io n  
r a th e r  than  rep ro d u c tio n  of Nature . Kandinsky saw two powerful means 
of s e l f - e x p re s s io n  in  a r t  - -  form and c o l o r . ^  He held th a t  n e i th e r  
was n e c e s s a r i ly  dependent upon the appearance of the  su b jec t  one 
wished to  p a in t .  In  f a c t ,  a concre te  su b jec t  was no longer neces­
sa ry ;  conceptions o f  form and co lo r  could serve as the means by 
which the  work of a r t  would communicate to  th e  observer.
To ca r ry  out t h i s  id e a ,  i t  became n ecessa ry  to  examine the 
i n t r i n s i c  p r o p e r t ie s  of form and c o lo r .  Farben lehre  i s  an e x ce l­
l e n t  s u b je c t iv e  in v e s t ig a t io n  of o n e 's  r e a c t io n  to  c o lo r ,  and even 
d is cu s se s  the  a l l e g o r i c a l  and symbolic p o s s i b i l i t i e s  which could be 
obtained by i t s  use.
Kandinsky, l ik e  Goethe, f in d s  analogous c o n t r a s ts  in  warmth and
cold , yellow and b lu e ,  l i g h t  and dark , proxim ity  and d is ta n c e ,
61re p u ls io n  and a t t r a c t i o n  as p o s s ib le  a t t r i b u t e s  of c o lo r .  Such 
o p p o s itio n s  may be g e n e ra l iz ed  to  q u a l i t i e s  o f  tim bre in  music, 
p a r t i c u l a r l y  M ahler 's .
Goethe a ttem pted a s im i la r  examination of the  p ro p e r t ie s  of
62sound in  Tonlehre. which was not published u n t i l  the  appearance
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of h i s  complete works. Tonlehre p re sen ts  a c l a s s i f i c a t i o n  o f  the  
e lem ents o f  music by rhythm, tim bre, form, a c o u s t ic a l  p r o p e r t i e s ,  and 
melodic con tour. At th e  time of w r i t in g ,  no evidence was a v a i la b le  
t h a t  any o f Webern's contem poraries were f a m i l ia r  w ith  t h i s  work. 
However, f a m i l i a r i t y  w ith  Farbenlehre  may have prompted them to  
fo rm ula te  a s im i la r  c l a s s i f i c a t i o n  o f  m usical m a te r ia l .  Schoenberg 's 
Harmonielehrt1,. as  w e l l  as the  e a r ly  a to n a l  works of Webern, seems, to  
show an in t e n t  to  use m usical timbre according to  p re v io u s ly  unex- 
p lo i t e d  means, based on i t s  app aren tly  i n t r i n s i c  q u a l i t i e s .
The work of the  French sym bolis ts  was known to  Kandinsky and
63to  Webern's contem poraries . The e a r ly  e x p re s s io n is t s  followed 
the  Symbolist method o f fo rm ula ting  new a r t  by reducing  t h e i r  r e ­
sp e c t iv e  mediums to  the  s im p lest  p o ss ib le  components, l e t t i n g  s t r u c tu r e  
be determ ined by the n a tu ra l  g en e ra t iv e  power of th e se  components.
These components were to  be understood as consequences of p e rc e p t io n ;  
t h a t  i s ,  no t as phenomena w ith  o b je c t iv e  a r t i s t i c  c h a r a c t e r i s t i c s ,  
but as  o b je c ts  and q u a l i t i e s  whose e x is ten ce  depended on the  
s u b je c t iv e  r e a c t io n  o f  the a r t i s t  to  h is  environment. The Symbolists 
f e l t ,  in  a d d i t io n ,  th a t  p e rcep tions  a re  a s tim ulus  to  o n e 's  c r e a t iv e  
power, enab ling  one to  produce a r t  transcend ing  p e rc e p t io n .  I t  
seems t h a t  Webern held  the  e x p re s s io n is t  view of p e rc ep t io n  when 
w r i t in g  h i s  e a r ly  a to n a l  works, and moved toward the  Symbolist 
p o s i t io n  in  h i s  l a t e r  y e a r s .  E i th e r  p o s i t io n  would have enabled 
him to  produce a realm  of a r t  whose only laws would be the  laws of 
th e  mind, h e a r t ,  and p e rc ep t io n  of the a r t i s t .
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S ec tion  4. P la to :  The Melody Gives Out the  Law
Many of P l a t o ' s  id eas  on a r t  seem d i r e c t l y  opposed to  those of 
the  e x p re s s io n is t s  d iscussed  in  th e  p receding  s e c t io n .  P la to  de­
nounces f r e e  exp ress ion  in  a r t  as dangerous to  the  s t a t e , and would
64censor a l l  p o e ts ,  inc lud ing  Homer. He approves of the  Egyptian 
p r a c t i c e  of s t r i c t  re g u la t io n  o f  music accord ing  to  t r a d i t i o n a l  
s t y l e s . ^  Art fo r  i t s  own sake has l i t t l e  v a lu e . ^  Although 
sound and co lo r  can be b e a u t i f u l  in  them selves, they a re  not s u f ­
f i c i e n t  to  genera te  meaningful a r t . ^
These id e a s ,  however, r e f l e c t  P l a t o ' s  r e a c t io n  to  the  music 
o f  h is  own tim e. He has a noble concept of what i t  might become.
We s h a l l  never be t r u e  m usicians . . . u n t i l  we a re  
ab le  to  recognize  the  forms of soberness , courage, 
l i b e r a l i t y ,  and high-mindedness . . . .  When th e re  i s  a 
coincidence of a b e a u t i f u l  d i s p o s i t io n  in  the soul and 
corresponding and harmonious b e a u t ie s  o f  the  same type 
in  the  bo d ily  form — i s  t h i s  not the  f a i r e s t  spect&cle 
fo r  one who i s  capable o f  i t s  contem plation?
Surely the  end and consummation of c u l tu re  i s  the  
love of the beautiful.**®
Music i s  given to  man th a t  he might b e t t e r  understand the  harmony
of the  u n iverse .
And harmony, which has motions ak in  to  the re v o lu t io n s  
of our so u ls ,  i s  not regarded by th e  i n t e l l i g e n t  v o ta ry  
of the  Muses as given by them w ith  a view to  i r r a t i o n a l  
p leasu re  . . . bu t as meant to  c o r re c t  any d isco rd .  . . 
i n  the  courses of the so u l ,  and to  be our a l l y  in  b r ing ing  
[ th e  so u l]  in to  harmony and agreement w ith  h e r s e l f  . . . .
The harmony of the  un iverse  i s  i t s e l f  m u s i c . ^
To P la to ,  the  h ig h es t  aim of man was to  know " th a t  p lace  beyond
the  heavens [ o f  which] none o f our e a r th ly  poets has y e t  sung, and
none s h a l l  s ing  w o rth ily  . . . .  [ i t ]  i s  th e re  th a t  t ru e  being dw ells ,
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w ithou t co lo r  or shape . . . reason a lone , the  s o u l 's  p i l o t ,  can
71behold i t ,  and a l l  t ru e  knowledge i s  knowledge th e r e o f . "
Knowledge, even of t h i s  Im perfect e a r th ,  tends toward a s in g le
goa l.
To the  man who pursues h is  s tu d ie s  in  the  p roper way, 
a l l  geom etric  c o n s t ru c t io n s ,  a l l  systems of numbers, 
a l l  du ly  c o n s t i tu te d  melodic p ro g ress io n s ,  the  s in g ly  
ordered scheme of a l l  c e l e s t i a l  r e v o lu t io n s ,  should 
d i s c lo s e  . . .  a s in g le  bond of n a tu ra l  in te rc o n n e c t io n  
between a l l  th ese  p r o b l e m s . 7 2
S im ila r ly ,  the  man who searches fo r  beauty  in  n a tu re ,  le a rn in g ,
and " the  sp e c ia l  lo re  th a t  p e r ta in s  to  nothing but the  b e a u t i f u l
i t s e l f "  f in d s  in  the  end one s in g le  form o f  knowledge, the  v is io n
73of beau ty  t h a t  transcends  a l l  e x is ten c e .
The un iverse  i s  moved by an e n t i t y  which corresponds to  a
74human so u l ,  and i s  c a l l e d ,  simply, sou l.  A ll human endeavor i s
a r e s u l t  of the  fo rces  emanating from th a t  sou l.  For t h i s  reason ,
the "grand prim al works and deeds . . . prove to  be those  of a r t ;
those  of n a tu re  £of t h i s  im perfec tly  c rea ted  earth) w i l l  be secondary
75and d e r iv a t iv e  from a r t  and mind." But i t  i s  only as the  human
b ra in  i s  put in to  motion in  the  manner which i s  f e l t  to  be n a tu ra l
to  i t  — th a t  "ak in  to  . . . the  thoughts and re v o lu t io n s  o f  the
u n iv e rse"  — chn one " c o r re c t  the  courses of the  head which were
corrup ted  a t  our b i r t h ,  and should a s s im ila te  the  th in k in g  being to
the  though t,  renewing h is  o r ig in a l  n a tu re ,  so th a t  having a s s im ila te d
them he may a t t a i n  to  th a t  b e s t  l i f e  which the gods have s e t  before
7  fimankind, bo th  fo r  the  p resen t  and the fu tu re ."
The m a tte r  out of which p la n t  and animal l i f e  was to  be generated
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a t  f i r s t  "presented a s trange  v a r i e ty  of appearances, and being f u l l
of powers which were n e i th e r  s im i la r  nor eq u a lly  balanced, was never
in  any p a r t  in  a s t a t e  of eq u ip o ise ,  bu t swaying unevenly h i th e r  and
t h i t h e r "  u n t i l  i t  was organized by form and number, or to  be ex ac t ,
77in to  in f in i te s m a l  t r i a n g le s .  The t r i a n g le s  a re  made out of the 
four elem ents, and come in  v a rio u s  geom etrica l co n fig u ra t io n s  which 
help  determine the  manner i n  which they  a re  f i t t e d  to g e th e r .
One could say th a t  the  abandonment o f  t o n a l i t y  would put the  
raw m a te r ia ls  of music in  a s im i la r  c h ao t ic  s t a t e .  The t r i a n g le s  
would be a means of g iv ing  order where no order seemed p o ss ib le .
The process resembles G oethe 's  metamorphic concept, but has the 
a d d i t io n a l  c ap ac ity  of o rgan iz ing  e n t i t i e s  which a re  d i s s im i la r  and un­
eq u a lly  balanced. ' A la rg e r  system of o rder modeled on th e  order 
of the  un iverse  was the next lo g ic a l  s te p .  One could c re a te  a 
lo g ic a l  u n ive rse , motivated by an id e a l  of th a t  u n iv e rse ,  and p o s tu la te  
worlds w ith in  i t .  The order of th e se  worlds would r e f l e c t  t h a t  of 
the  universe  as a whole.
I t  seems t h a t ,  in  Webern's mature s t y l e ,  a work i s  j u s t  such a 
world. I t s  g en era tiv e  elements a re  put to g e th e r  by means of : 
" t r i a n g le s "  o f  a very  s p e c i f i c  c o n f ig u ra t io n ,  namely th a t  of the 
row. This c o n f ig u ra t io n  governs the  shape of the  generated elem ents, 
j u s t  as the shape of the t r i a n g le  in  P l a t o ' s  image of the e a r th  
determ ines the q u a l i t i e s  of th e  o b jec t  of which i t  i s  a p a r t .  The 
g en era t iv e  elem ents, or th a t  ou t of which "p lan t  and animal l i f e "  
w i l l  be made, a re  the sounds a v a i la b le  to  Webern, inc lud ing  t h e i r  
perceived aspec ts  of rhythm, r e g i s t e r ,  t im bre, and so on. The
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universe  i t s e l f  i s  the  s e t  of a l l  perm utations of the  chromatic 
s c a le ,  and a l l  p o ss ib le  p e rcep tu a l  combinations of the  a sp ec ts  of 
sound. The soul o f  t h i s  u n iv e rse ,  th a t  which s e t s  i t  i n to  motion, 
i s  shown by the  op e ra tio n s  of in v e rs io n  and re tro g rad e  upon the  s e t  
of pe rm uta tions , to g e th e r  w ith  the  procedures fo r  m otiv ic  develop­
ment. By s e t t i n g  t h i s  so u l ,  u n ive rse , and g enera ting  p rocess  in  
motion, i t  might be hoped th a t  one could achieve an approximation 
of the  p e r f e c t  knowledge and beauty which was considered to  be the 
u l t im a te  good by P la to .
The world which i s  c rea ted  by Webern in  the process of composi­
t io n  bears  many resemblances to  P l a to 's  id e a l  s t a t e  as o u t l in e d  in  
the Laws. Both a re  w e ll-o rdered  (completely h i e r a r c h i a l l y  arranged) 
and t i g h t l y  o rgan ized ; randomness i s  frowned upon, s ince  a l l  should 
c o n tr ib u te  to  the achievement of the  g re a te r  good, namely p e r fe c t  
o rder. The sm alle r  elements of form and the motives in  Webern's 
work, l i k e  th e  in h a b i ta n ts  of P l a t o ' s  s t a t e ,  r e f l e d t  th e  s t r u c tu r e
of the l a r g e r  o rg a n iz a t io n .  Their every a c t io n  i s  ru led  by the
78laws of the  s t a t e  o r  world. One of the  primary laws of Webern's 
world i s  th a t  a l l  p i tc h  o rg an iza tio n  i s  su b jec t  to  the  s p e c i f i c  
perm utation , o r  row, se le c ted  fo r  th a t  world. In a ve ry  r e a l  
sense , the melody does lay  down the law. In English  as w e ll  as in
German, the  term "canon" or Kanon p reserves  the  double meaning of 
Nomos. law as w e ll  as melody. This double meaning i s  made obvious 
in  sev e ra l  of Webern's works in  which a c tu a l  canons a re  used, no tab ly  
the  p re - tw e lv e - to n e  s e r i a l  song, "Fahr h in ,  o S e e l ,"  opus 15, no. 5, 
and the f i r s t  movement o f  the Symphony, opus 21, which i s  w r i t t e n
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In  Webern's mature s ty le .
The In c lu s io n  o f a l l  no tes  of the  chromatic sca le  in  the  row form
r e f l e c t s  the  completeness of the  w ork 's  "un iverse"  on a sm aller  s c a le .
In  the  passage in  P l a t o ' s  Republic d e sc r ib in g  the  music o f  the  spheres ,
79
a l l  seven no tes  of the  s c a le  a re  sung a t  once, in  concord. The
80only dissonance i s  d is se n s io n  a g a in s t  the  u n iv e rsa l  laws. But in
Webern's realm  o f o rd e r ,  as in  P l a t o ' s  s t a t e ,  "No law or ordinance
81whatever has the  r i g h t  to  so vere ign ty  over t ru e  knowledge."
In  almost a l l  o f  Webern's work, choice of p i tc h  a f f e c t s  and
r e s t r i c t s  v o ic ing  p o s s i b i l i t i e s ,  which in  tu rn  a f f e c t  and r e s t r i c t
choices of tim bre. In Webern's mature s t y l e ,  th e re  i s  an in te r p la y
on the s t r u c t u r a l  le v e l  between the p lan  which governs r a t io n a l
p a t te rn s  and the  a c tu a l  sound d e s i re d .  The development of sound,
however, i s  u l t im a te ly  subordinated  to  the  design  o f the  whole, as
P l a t o ' s  c i t i z e n  i s  subordinated  to  the  laws of the  s t a t e .
The ex p lan a tio n s  o f  P lo t in u s ,  the  n e o -P la to n is t ,  may c l a r i f y
the na tu re  o f  P l a to 's  thought as i t  was understood by the au thors
of the  t e x t s  of the  songs, opera 15-17. P lo t in u s  speaks of the
82world, or the  domain o f  l iv in g  man, as "b e in g ."  "Being" i s  i n t e r ­
mediate between the  u l t im a te  u n i ty ,  the  humanly incomprehensible 
supreme good which might be c a l le d  God, and nonbeing, or form less 
m a tte r .  "Being" i s  d iv ided  in to  th re e  s ta g e s :  " s o u l ,"  which i s  the
c lo s e s t  stage to  the  u l t im a te  a t t a in a b le  by l iv in g  man, in  which he 
possesses r a t i o n a l  in s ig h t ;  " s p i r i t , "  next in  rank to  " s o u l ,"  in  which 
man i s  ab le  to  c a te g o r ize  in fo rm ation  from o ther s tag es  in  an i n t e l ­
l i g i b l e  manner; and " n a tu re ,"  rank ing  below " s p i r i t , "  the  sensory
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world in to  which man Is  born.
Thus the  world i s  a place of t r a n s i t i o n ,  s i tu a te d  a t  
once in  l i g h t  and darkness . I t  i s  b e a u t i f u l  and d iv in e ,  
because i t  o r ig in a te s  in  the  One. I t  i s  a shadow, a 
r e f l e c t i o n ,  incomplete and f u l l  of f a i l i n g s ,  because i t  
i s  everywhere v i t i a t e d  by o rd e r le s s  m a t te r ,  the  u n tru th  
o f  nonbeing. In so f a r  as Being i s  formed, i t  i s  beau ty ,
t r u t h ,  good; but in  so f a r  as every e x i s t e n t ,  even the
b e s t ,  con ta in s  a v e s t ig e  o f unfg^med m a t te r ,  i t  p a r tak es  
of u g l in e s s ,  u n t ru th ,  and e v i l .
P lo t in u s  adv ises  man to  s t r i v e  to  reach  the beau ty  of the  One, the 
u l t im a te ,  by transcend ing  the world in  which he f in d s  h im se lf .  He 
co n sid e rs  o rder and lo g ic  to  be both means of t ran scen d in g  and ex­
p re s s io n s  of the One in  forms i n t e l l i g i b l e  to  humans.
The sen se -p ercep tio n s  o f  the  s tage  " n a tu re "  a re  not as t ru e  or as 
b e a u t i f u l  as those of the  h igher s tag e s .  In  " n a tu r e ,"  man can only
p e rce iv e  the  r e a l  w orld; in  " s p i r i t , "  he p e rce iv es  glim pses of the
One.
What we have c a l led  the  p e rc e p t ib le s  o f  t h a t  realm  
[ o f  the  One] e n te r  in to  cognisance in  a way o f t h e i r  own, 
s in ce  they a re  not m a te r ia l ,  while the  s e n s ib le  sense 
here  - -  so d is t in g u ish e d  as d ea lin g  w ith  co rp o rea l  o b je c ts  — 
i s  f a i n t e r  [ i n  pe rce iv in g  the  t ru e  and good] than  the  
p e rc ep t io n  e x i s t in g  in  a l e s s  t ru e  degree and tak in g  
only  enfeebled images of th ings  There — p e rc ep tio n s  here  
a re  I n t e l l e c t i o n s  o f  the  dimmer o rd e r ,  and the I n t e l ­
le c t io n s  There a re  v iv id  p e rcep tio n s .  ^
Then the  apprehension o f beauty of lo g ic a l  in s ig h t  based on concep­
t i o n  o f  in n e r  meaning i s  g re a te r  than th a t  of n a tu r a l  o b je c ts  based 
on o b je c t iv e  p e rcep tio n  of outward form. The u l t im a te  must take 
shape to  be p e rc e p t ib le  to  the  sou l;  th ese  shapes may be thought 
o f  as v a r i a t io n s  of the  u l t im a te ,  and r e f l e c t  to  some degree i t s  
beau ty . The le s s  the  shape d i f f e r s  from the  h ig h e r  s tag e  of which 
i t  i s  a v a r i a n t ,  the  more b e a u t i fu l  i t  i s .
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Shape i s  an impress from the  unshaped; . . . M atter , 
in  the  na tu re  o f  th in g s ,  i s  the  f u r th e s t  away, s ince  of 
i t s e l f  i t  has not even the  lowest degree o f  shape. Thus 
lovab leness  does no t belong to  M atter but to  th a t  which 
draws upon Form; the  Form upon M atter comes by way of 
so u l ;  soul i s  more n e a r ly  Form and th e re fo re  more lo v ab le ;  
I n t e l l e c t u a l  P r in c ip le ,  n ea re r  s t i l l ,  i s  even more to  be 
loved; by these  s te p s  we a re  led to  know th a t  the  F i r s t  
P r in c ip le ,  p r in c ip le  o f  Beauty, must be f o r m l e s s . 35
But music must d ea l  w ith  sound, which i s  by i t s  very  na tu re  an
aspec t of M atter. Then music can only approach the  F i r s t  P r in c ip le ,
and to  do so must take shape. The more o rd e r ly  the  shape, the
g re a te r  beauty  the music w i l l  e x h ib i t .  The sensory pe rcep tio n s  of
sound must then  be subordinated  to  lo g ic a l  I n s ig h t .  Yet these
sensory pe rcep tio n s  a re  b e a u t i f u l  in  t h e i r  own r i g h t ,  and can be
used to  engender beauty  by means o f  the m o tiv ic  development techn ique.
This technique may be sa id  to  g ive meaning to  sensory p e rcep tions  in
a way analogous to  the  way th a t  G oethe 's  process o f  metamorphosis
brings  unformed m a tte r  in to  th e  h igher  s tage  of Nature. But t h i s
technique can only work in  t h i s  fa sh io n  i f  the sensory p e rcep tions
a re  reduced to  t h e i r  s im p lest  forms. Otherwise t h e i r  use would
endanger the p r e c is io n ,  hence the  beau ty , of the lo g ic a l  in s ig h t
which i s  the goal of the  composer.
Webern's correspondence w ith  Hildegard Jone re v e a ls  h is  b e l i e f
th a t  the  b e a u t i fu l  must be made sim ple, so th a t  i t  can be u n iv e r s a l ly  
86understood. His s e l e c t io n  of p o e try  fo r  h i s  songs seems to  support 
t h i s  b e l i e f .  A b s tra c t io n ,  as the  s im p l i f ic a t io n  o f  music to  i t s  
v i t a l  e lem ents, i s  equated w ith  transcendence in  the following 
p assag es :
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I t ' s  im portant t h a t  Bach's l a s t  work was the  "Art of the 
Fugue,"  a work th a t  goes wholly in to  the  a b s t r a c t ,  music 
la ck in g  a l l  the  th in g s  u s u a l ly  shown by n o ta t io n - -n o  s ign  
whether i t ' s  fo r  v o ices  or in s trum en ts ,  no perform ing in d ic a ­
t i o n s .  I t ' s  almost an a b s t r a c t io n - - o r  I  p r e f e r  to  say the  
h ig h e s t  r e a l i t y .' A ll th e se  fugues a re  based on one s in g le  
theme, which i s  c o n s ta n t ly  transfo rm ed ; a th ic k  book of 
m usical ideas  whose whole content a r i s e s  from a s in g le  id e a !87
And y e t ,  to  be heard , such music must m an ife s t  i t s e l f  in  sound. 
Webern's ex ten s iv e  perform ing in d ic a t io n s  show h i s  preoccupation  w ith 
the  m a n ife s ta t io n  i t s e l f .  I t  seems th a t  th ese  in d ic a t io n s  c l a r i f y  
a p r e - e x i s t in g  a b s t r a c t  s t r u c tu r e  so th a t  i t  can be heard . Although 
the  r e s u l t i n g  sounds a re  b e a u t i f u l  in  them selves, i t  seems more 
im portan t to  Webern t h a t  the  u l t im a te  o rder o f  the  work be made 
c l e a r  through these  sounds. A pparently , Webern considered  sound' 
ag g reg a te s  both  as c o l le c t io n s  of d i s c r e t e  p i tc h e s  and as s in g le  
co n f ig u ra t io n s  of t im bre , whose value  in  a composition i s  determined 
by th e  r e l a t i o n  of such p i tc h e s  and tim bres to  o th e r  aggregates  in  
the  work. A s in g le  p i tc h  may then be considered  an aggregate  of 
one p i t c h ,  w ith  a s p e c i f i c  timbre c o n f ig u ra t io n .  Then choice o f p i tc h  
i s  s u b je c t  to  o th e r  lo g ic a l  o rd e rs ,  which i t  enhances through c a re fu l  
assignment of tim bre and r e g i s t e r .
P lo t in u s  conside rs  man most f r e e  when he w i l l i n g ly  submits to  
lo g ic a l  r e s t r i c t i o n s  in  p u r s u i t  o f the  u l t im a te .  Some o f the  te x t s  
which Webern chose f o r  the  songs, opera 15-17, g lo r i f y  the  r e s t r i c ­
t io n s  o f  C h r i s t ' s  c ro s s ,  because the c ross  makes the  s a lv a t io n  of man 
p o s s ib le .  S im ila r ly ,  the  r e s t r i c t i o n s  of s e r ia l i s m  enable the  
composer to  reach  a h igher s tage  of lo g ic  which b r in g s  him c lo se r  to  
a b s t r a c t io n  and transcendence ; hence, c lo se r  to  uncreated  beauty.
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[C h r is t  on the  c ross  comforts h is  mother:']
"Oh, Mother, cry  no more, 
tfy s u f fe r in g s  a re  s l i g h t ;
The Kingdom of Heaven i s  mine."
Ascend, f a i r  so u l ,  to  thy  God,
Who made thee  o f  no th ingness,
Who redeemed thee  w ith  His death ,
And who holds  open the ga tes  of Heaven.
Go f o r th  to  Him, who, in  baptism,
Gave thee  innocence ;
May He m e rc i fu l ly  rec e iv e  thee 
In to  th a t  b e t t e r  l i f e .
F a i th f u l  c ross  above a l l  o the rs  
one and only noble t r e e ,  
none in  f o l i a g e ,  none in  blossom, 
none in  f r u i t  thy  peer may be.
Sweetest wood and sw eetest i ro n ,g g  
sw ee test  weight is hung on th e e .1
In the  l a s t  v e rse  of the  l a s t  chorus of the  second C an ta ta ,  th e  l a s t
t e x t  of Webern's published work, th e re  i s  a v i s io n  o f  the beauty
brought through C h r is t ,  or i f  one can m ain ta in  the  prev ious imagery,
through the  r e s t r i c t i o n s  of lo g ic :
(C h r is t )  ho lds  Heaven l ik e  a flow er, 
and lead s  to  g r e a te s t  l i g h t ,  
in  p e r f e c t  peace moved our 
w i l l ,  by a c h i l d ' s  sweet might, 
by “bold lo v e 's  g re a t  power.-
Section  5. H ypothesis: The P h ilo soph ica l Basis of Webern's S ty le
During Webern's form ative y e a rs ,  the  mainstream of German 
p h i lo so p h ic a l  thought was i d e a l i s t i c ,  v igorous , and pragm atic . To 
a g re a t  e x te n t ,  i t  developed according to  the p r in c ip le s  of Goethe 
as p resen ted  in  h i s  works Faust and Wilhelm M eis te r .
Both works p o r t r a y  men whose purpose i s  the  search  fo r  the  
u l t im a te  s e c r e t s  of l i f e ,  which i s  c a r r ie d  on by l iv in g  and read ing
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as  f u l l y  as p o ss ib le ,  observing in  an unprejudiced manner. Goethe's 
p h ilo so p h ic a l  development can be desc ribed  as such a search . Although 
as he adm itted , t h i s  procedure a t  times led him a s t r a y ,  he f e l t  
i t  su p e r io r  to  more r i g i d  methods of a cq u ir in g  knowledge of the 
world. Wilhelm M eister i s  a se lf -e d u ca te d  man who does not s t r i v e  
f o r  exce llence  in  any one d i s c ip l in e  as an end in  i t s e l f ,  although 
he does a t t a i n  a f a i r  degree of competence as an a c to r  and surgeon.
His goal seems to  be to  g en era l ize  a l l  t h a t  he le a rn s  in to  a 
macro-knowledge th a t  w i l l  enable him t o  comprehend a l l  o f  Nature.
The v a l i d i t y  of the  search fo r  t h i s  macro-knowledge seems to  
have been one of the fundamental assumptions made by the German 
i d e a l i s t s  who followed Goethe, such as F ic h te ,  S c h i l l in g ,  and Schopen­
hauer. From Kant they  in h e r i te d  the  idea t h a t  lo g ic a l  systems 
could have u n iv e rsa l  v a l i d i t y  only w ith  re fe re n c e  to  m an ife s ta t io n s  
of Nature, where Nature comprises the  t o t a l  o f  man's conceptual­
i z a t io n s  and percep tions  of the world. Such lo g ic a l  systems might 
not ex p la in  the causes of these m a n ife s ta t io n s ,  which might be due 
to  the  in f lu en ce  of the  W orld -S p irit  which transcended m a n ife s ta t io n .
The Hegelian d i a l e c t i c ,  the r e j e c t i o n  of m usical s t y l i s t i c  
t r a d i t i o n  by Wagner, and the b a s ic  premises of n i h i l i s t i c  thought 
seem to  have means of l im i t in g  the scope of r a t i o n a l  thought to  
i t s  proper province. I t  was assumed th a t  only c lose  con tac t w ith  
the  causes of Nature could y ie ld  f r u i t f u l  r e s u l t s  to  the search  fo r  
the  foundations of i n t e l l e c t u a l  thought, and th a t  r i g i d  a p r i o r i  
systems of thought could b lind  one to  these  causes.
A man's deed was a t ru e  exp ress ion  of the s p i r i t  which transcends
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Nature i f  i t  waa made in  harmony w ith  th a t  p a r t  of the  s p i r i t  which
dwelled in  him. Such a deed would take  precedence over any a r t i f i c i a l
co n d itio n  which co n trad ic ted  i t .  The constan t e x e rc ise  of o n e 's
w i l l  in  performing such deeds seemed to  imply a con tinu ing  renewal
of the  W o rld -S p ir i t  in  the  world of men. The s t i f l i n g  of t h i s  w i l l
was held to  be a d e n ia l  of l i f e  and the  c re a t iv e  p ro cess .  I t  was
not thought th a t  such ex e rc ise  of w i l l  could be anyth ing  but
b e n e f ic ia l  to  the  human ra ce ,  because of G oethe 's  premise th a t  a
re tu r n  to  Nature was a r e tu r n  to  the h ig h es t  good fo r  a l l  men.
A re v o lu t io n  to  break down c o n s t r ic t in g  systems was thought to
be necessary  before  man's w i l l  could be exerc ised  f r e e ly .  Then man
could bu ild  a new system which would be in  accordance w ith  Nature.
Wagner's Art and Revolution opens w ith  a q u o ta t io n  from G arly le ,
G oethe's  f r ie n d  and t r a n s l a t o r ,  which p o r tray s  both the  i n e v i t a b i l i t y
o f re v o lu t io n  and the problems which fo llow .
There i s  the  next m ilestone  fo r  you, in  the  H is to ry  of
Mankind.' That u n iv e rsa l  Burning-up, as in  h e l l - f i r e ,  of 
Human Shams. The oath  o f  Twenty-five M ill ion  men, which 
has s ince  become th a t  of a l l  men whatsoever, 'R a ther than  
l i v e  longer under l i e s ,  we w i l l  d ie !  . . . unappeasable 
r e v o l t  a g a in s t  Sham-Governors and Sham-Teachers, — which 
I  do c h a r i ta b ly  d e fin e  to  be a Search, most unconscious, 
y e t  in  deadly  e a r n e s t ,  f o r  t ru e  Governors and Teachers . . . »  
world in  an arch ic  flame fo r  long hundreds of years  . . . 
before  the  Old i s  completely burnt ou t,  and the New in  any 
s t a t e  of s ig h t l in e s s ?  Millennium of A narchies; — 
abridge i t . ,  spend your h e a r t 's -b lo o d  upon ab ridg ing  i t .  
ye Heroic Wise th a t  a re  to  cornel^0
I t  was thought t h a t  the  new system, i f  p ro p e rly  c o n s tru c ted ,  
would permit a l l  human a c t io n s  which were in  harmony w ith  the  causes 
of Nature. I f  c o n s t r i c t io n s  o f  the  n a tu ra l  w i l l  s t i l l  e x is t e d ,  
they would serve to  p o in t  out flaws in  the  new o rd e r ,  and thus  as
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s ig n a ls  fo r  i t s  c o r re c t io n .  The u n fo r tu n a te ly  in c o r re c t  premise made 
was th a t  Nature would not c o n t ra d ic t  h e r s e l f  in  her m otiva tion  of 
man's  w i l l .
The Heroic Wise r e f e r r e d  to  by C arly le  were those  men capable 
o f  co n s tru c t in g  such an o rd e r ,  men who had developed through the 
Goethean search . They were to  q ues tion  a l l  p r io r  systems of thought 
fo r  v a l i d i t y  w ith  re sp e c t  to  th e  causes of Nature. Only th a t  which 
developed and grew was held to  be l iv in g ,  hence p a r t  of N ature; 
then  the  s tudy of growth processes  was necessa ry  to  sep a ra te  man's 
im perfec t understanding  of Nature from a t ru e  pe rcep tio n  o f Nature.
An analogy was drawn between b io lo g ic a l  and i n t e l l e c t u a l  growth.
The c re a t iv e  process was f e l t  to  be the h ig h e s t  exp ress ion  o f the  
causes of Nature. The t h i n k e r ' s  duty was to  observe w ith  an open 
mind a l l  o f  Nature, in f e r r i n g  u l t im a te  s e c re t s  which would enable 
him to  s e t  up the  o rder which would be the  s a lv a t io n  of mankind. 
Wagner s t a t e s  th a t  the  development of Art p a r a l l e l s  th a t  of
man.
The r e a l  man w i l l  th e re fo re  never be forthcoming, 
u n t i l  t ru e  Human N ature , and not the  a r b i t r a r y  s t a t u t e s  
of the S ta te ,  s h a l l  model and o rda in  h is  l i f e ;  while 
r e a l  Art w i l l  never l i v e ,  u n t i l  i t s  embodiments need be 
su b jec t  only to  th e  laws of Nature, and not to  the 
d e sp o t ic  whims o f  Mode. For as Man only then becomes 
f r e e ,  when he ga ins  the  glad consciousness of h is  
oneness w ith  N ature ; so does Art only then  gain freedom, 
when she has no more to  b lu sh  fo r  her a f f i n i t y  w ith  
a c tu a l  L ife .  But only in  the  joyous consciousness of 
h is  oneness w ith  Nature does Man subdue h i s  dependence 
on h e r ;  w hile  Art can only  overcome her dependence upon 
l i f e  through her oneness w ith  the  l i f e  of f r e e  and 
genuine Men. ^
Schopenhauer f in d s  a n a tu r a l  a f f i n i t y  between music and the s o r t  of
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p h i lo s o p h ic a l  thought then c u r r e n t . '
[Music] expresses  i n  a p e r f e c t ly  u n iv e rsa l  language, in  
a homogeneous m a te r ia l ,  mere tones , and w ith  the  g r e a te s t  
de te rm ina teness  and t r u t h ,  the  in n e r  n a tu re ,  the  in -  
i t s e l f  o f th e  world, which we th in k  under the  concept of 
w i l l ,  because w i l l  i s  i t s  most d i s t i n c t  m a n ife s ta t io n .
F u r th e r ,  . . . philosophy i s  noth ing  but a complete and 
a c c u ra te  r e p e t i t i o n  or ex p ress io n  o f the  n a tu re  o f  the  
world in  very  genera l  concepts , fo r  only in  such i s  i t  
p o s s ib le  to  ge t a view of th a t  whole n a tu re  which w i l l  
everywhere be adequate and a p p l ic ab le  . . . supposing 
i t  were p o s s ib le  to  g e t  a view of th a t  whole n a tu re  
which w i l l  everywhere be adequate and a p p l ic a b le  . . . »  
supposing i t  were p o ss ib le  to  give a p e r f e c t ly  a c c u ra te ,  
complete ex p lan a tio n  of music, extending even to  
p a r t i c u l a r s ,  t h a t  i s  to  say, a d e ta i l e d  r e p e t i t i o n  in  
concepts of what i t  ex p re sses ,  t h i s  would a l s o  be a 
s u f f i c i e n t  r e p e t i t i o n  and ex p lan a tio n  of the  world in  
concep ts , or a t  l e a s t  e n t i r e l y  p a r a l l e l  to  such an ex­
p la n a t io n ,  and thus i t  would be the t ru e  p h i l o s o p h y . 92
This passage would seem to  imply th a t  the Goethean sea rch  could be
re a l i z e d  through music, and th a t  i t s  r e s u l t s  could be made com­
p re h e n s ib le  to  a l l  who understood music — a much g r e a te r  number 
than those  who understood philosophy. In a d d i t io n ,  music would 
have the  advantage of showing these  r e s u l t s  d i r e c t l y ,  i n  a way 
analogous to  the  manner in  which they  occur in  n a tu re .  Philosophy 
i s  l im i te d  to  ex p lan a tio n s  of th e se  concepts .
Wagner's Art-Work o f the  Future  o u t l in e s  a means of optim iz ing  
the  power of music to  express  such c o n cep ts ;93 Prev ious c o n s t r a in t s  
had to  be destroyed  or weakened, so t h a t  the  composer's w i l l  would 
be unhampered. In  p a r t i c u l a r ,  fash ions  and s t y l i s t i c  mannerisms 
would be suppressed as u n n a tu ra l .  Art should a r i s e  from the  h e a r t ,  
and speak to  the h e a r t ,  as an overflowing of man's union w ith
N ature . The foundation  of music i s  not melody, rhythm, o r  laws
o f harmony and c o u n te rp o in t ,  but tone i t s e l f .  Tone i s  sa id  to
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encompass a l l  o th e r  a sp e c ts  of music and l in k  music to  the  s i s t e r  
a r t s  of dance and p o e try .  Harmony I s  a means o f shaping, and I t s  
laws a re  a c o n s t r ic t io n  o f  i t s  l im i t l e s s  domain. Absolute music 
i s  frowned upon; but B eethoven 's  Symphony No. 5 i s  not a b so lu te  
music, s in ce  i t s  determ inism  r e f l e c t s  moral w i l l .  Music should 
be a u n iv e rsa l  drama, not m erely a c o l le c t io n  of sounds; the 
composer should be a poet i n  tone .
P a r a l l e l s  between t h i s  o u t l in e  of Wagner's m usical thought and 
th e  course taken by Webern and h i s  co lleagues  in  the  e a r ly  tw e n t ie th  
cen tu ry  can be drawn. Egon W ellesz, Webern's fe l lo w  c lassm ate  a t  
the  U n iv e rs i ty  of Vienna and under Schoenberg, published  an a r t i c l e  
in  1911 which echoes the  re v o lu t io n a ry  c r i e s  of Wagner fo r  a new 
music, and s t r e s s e s  the  importance of tone as a determ in ing  f a c to r  
i n  m usical s t r u c tu r e ,  c i t e d  on page 88 o f the  p re sen t  s tudy.
The underly ing  p r in c ip le  o f  Schoenberg 's Harmonielehre. f i r s t  
pub lished  in  1911, i s  t h a t  th e  m o tiv a tin g  causes behind m usical laws 
a re  more im portant than the  laws them selves. This e d i t io n  of 
Harmonielehre p o s tu la te s  m usical s t r u c tu r e s  based on the  c h a r a c te r ­
i s t i c s  o f  sound i t s e l f  r a t h e r  than t r i a d s . 94
When Webern was a young man, the  t r a d i t i o n a l  s t r u c tu r e  of music 
was weakened by the  d i s s o lu t i o n  of s t r u c tu r e s  based on key. The 
Viennese a r t i s t i c  world favored the  d e f t  use of s ty le  and fash ion  
r a th e r  than  ex p ress io n  o f  o n e 's  honest enjutional r e a c t io n s ,  producing 
a t  b e s t  movements such as the  J u g e n d s t i l  and w r i t e r s  such as 
Hofsmannthal, and much more t r i v i a l l y  , the  Viennese w a l tz .  Non­
m usicians of Webern's c i r c l e ,  such as Adolf Loos and Oskar Kokoschka,
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r e v o l te d  a c t i v e ly  ag a in s t  t h i s  tendency.
The p re c ise  means of r e c o n c i l in g  and using  th ese  ideas  seems to  
have presen ted  a conside rab le  problem to  Webern as  a young man. I t  
seems th a t  the  b a s is  o f  h is  f i r s t  se r io u s  a ttem pt to  b r ing  a new order 
out o f  anarchy was m anipu la tion  o f  p e rcep tu a l  a sp e c ts  of tone , no tab ly  
i n  the  Q uarte t ,  opus 5, or the  Six P ieces fo r  O rches tra ,  opus 6.
Webern's mature s ty le  may be sa id  to  emerge w ith  opus 19, although 
much of i t s  c h a r a c t e r i s t i c s  s t i l l  had to  be developed. The songs p re ­
ceding t h i s  work, opera 15-18, seem to  show both  by the  m usical te c h ­
n iques used and the t e x t s  a r a t h e r  p a in fu l  s t ru g g le  to  achieve mastery 
of the  complexity of s t r u c tu r e  im plied . I f  so , i t  might be p o ss ib le  to 
d a te  the  period  o f p o s tu la t in g ,  p lann ing , and completion of the  s ty l e  as 
c i r c a  1921-6.
Two major even ts  took p lace  near the  beginning o f t h i s  period 
whose s ig n if ic a n c e  depended upon a m astery  o f  form s im i la r  to  th a t  
which Webern would e v en tu a l ly  ach ieve . These took p lace  in  such circum­
s tances  t h a t  Webern would probably  have known about them.
In  1921-2, R ilke t r a n s la t e d  the  p o e try  o f Paul Valery in to  
German. In  doing so, he was exposed to  a l i t e r a r y  s ty le  o f  r igo rous  
c l a r i t y  which was, n e v e r th e le s s ,  ab le  to  communicate s tro n g  p o e t ic  
f e e l in g .  Under th e  in f luence  o f  t h i s  s t y l e ,  he was f i n a l l y  able 
to  w r i te  the  works which a l l  but e c l ip s e  h i s  e a r l i e r  p o e try :  the
Duino E leg ies  and the Sonnets to  Orpheus. Webern's i n t e r e s t  in  R i lk e 's  
works had p rev io u s ly  m anifested  i t s e l f  i n  h i s  choice of t e x t s  fo r  
th e  songs, opus 8. I t  i s  p o s s ib le  th a t  Webern might have a lso  
read works by Rudolf Kassner, in  whose company R ilke worked
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out much o f h i s  c r e a t iv e  philosophy.
In  1922, W it tg e n s te in 's  T rac ta tu s  appeared In  a b i l in g u a l  
e d i t i o n .  T ra c ta tu s  exp lo res  the  l im i ta t io n s  of lo g ic ,  philosophy, 
and by Im p l ica t io n ,  a r t  In  a manner which I s  not only s im i la r  to  the  
way In  which Webern's s t ru c tu re  took shape, bu t I s  a lso  a c l a r i f i ­
c a t io n  of some a sp e c ts  of th a t  s t r u c tu r e .  Moreover, T rac ta tu s  Includes 
a s e l f -c o n ta in e d  prim er of the  s o r t  of fo r m a l i s t i c  lo g ic  th a t  
W it tg e n s te in  had absorbed In h is  previous study w ith  Bertrand 
R u sse l l .  At the  time of i t s  p u b l ic a t io n ,  W ittg en s te in  was l iv in g  
in  A u s t r ia ,  from time to  time m ain ta in ing  con tac t w ith  h i s  te a c h e r ,  
Adolf Loos. T ra c ta tu s  had been submitted to  Karl Kraus f o r  p u b l i ­
c a t io n .  in  1919 and some of K raus 's  w r i t in g s  on syntax seem to  
show i t s  in f lu e n c e .  Both Loos and Kraus were among Webern's f r ie n d s  
during  t h i s  p e r io d .  K raus 's  w r i t in g s  a re  c i te d  in  The Path  to  the 
New Music. ^5
These two even ts  may w ell have provided the s y n ta c t ic  c a t a ly s t  
th a t  enabled Webern to  ven tu re  in to  r igourous  s t r u c t u r a l  tech n iq u es .  
Both R ilke  and W it tg en s te in  had the same s o r t  of p h i lo s o p h ic a l  
background th a t  Webern had, and attempted to  in te g r a te  i t  w ith  the  
requ irem ents  o f  r ig o ro u s  s t r u c tu r e .  W ittgens te in  came to  the  con­
c lu s io n  th a t  such s t r u c tu r e  was only a tau to lo g y , m eaningless in  
i t s e l f  w ithou t a s p e c i f i c  a p p l ic a t io n .  Rilke was ab le  to  apply  
i t  to  produce p o e try  o f  h igh  a r t i s t i c  q u a l i ty .  In  the  a u th o r 's  
op in ion , Webern decided th a t  such s t ru c tu re  was an ex p re ss io n  o f  
the  deep laws of Nature and A r t ,  and thus  p a r t i c u l a r l y  su i te d  to  h is  
te c h n ic a l  needs.
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Webern used- the  poe try  of Symbolists Stephen George and Rainer 
Marla R ilke fo r  h is  e a r ly  songs, and e v en tu a l ly  adopted an a e s th e t i c  
p o s i t io n  which has much in  common w ith  th a t  of the  Symbolists, who 
seem to  have thought th a t  a c a r e f u l ly  s t ru c tu re d  form i s  a window 
through which one glimpses the  i n f i n i t e .  Extraneous elements in  
th e  form tend to  obscure the  i n f i n i t e ,  which i s  unknowable except 
through the  use of such "windows."
I f  the  i n f i n i t e  can be equated w ith  the  u l t im a te  t r u t h  of 
Nature and P l a t o ' s  soul of Nature, r a th e r  c lo se  agreement can be 
reached among the  P l a t o n i s t i c ,  Goethean, K antian, and Sym bolistic  
p o s i t io n s .  The s t r u c tu r e  of P l a t o ' s  un iverse  as described  in  
Timaeu8 and The Republic i s  a m a n ife s ta t io n  o f  i t s  so u l .  G oethe's  
hypotheses on the p r in c ip le  of metamorphosis imply t h a t  l i f e  can 
b e s t  be understood as a tran sce n d e n ta l  a spec t of r igo rous  form.
Kant endeavors to  show th a t  o n e 's  c ap a c i ty  to  develop i n t e l l e c t u a l l y  
r e s t s  upon a p p l ic a t io n  o f  r ig o ro u s  forms of a .p r io r i  thought, as 
do the  Sym bolists . I t  might seem th a t  such an id ea ,  w ith in  the 
I n te r s e c t io n  of o therwise d ive rgen t p h ilo so p h ie s ,  might be thought 
to  be a fundamental t r u t h  a t  a time when ph ilosophers  thought 
fundamental t r u th s  e x is te d .
Houston Stewart Cham berlain 's book on Kant, which Webern o w n e d ,96 
i s  almost e n t i r e ly  a d iscu ss io n  of an i n t e r p r e t a t i o n  of the  approaches 
of v a r io u s  th in k e rs  to  t h i s  id e a .  He shows th a t  t h e i r  honest search 
fo r  th e  u l t im a te  t r u t h  seems to  have led  them a l l  from c o n t ra d ic t io ry  
premises to  t h i s  id ea .  He th in k s  th a t  no seeker a f t e r  t r u t h  should 
accept the  conclusions of former th in k e rs  as f i n a l .  However,
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c e r t a in  procedures and Ideas seem to  be I n e v i ta b le ,  In  consequence 
of K an t 's  I n v e s t ig a t io n  of methods th a t  the th in k e rs  are  l im ited  to  
u s in g .
Chamberlain d iscu sses  the processes l in k in g  p e rcep tio n  and 
comprehension a t  len g th .  He c a l l s  the g e n e r a l iz a t io n  of p e rcep tio n  
In to  s e t s  o f  In te r p r e ta b le  o b jec ts  "Scheme." The o rg a n iz a t io n  o f 
a b s t r a c t  thought which a p p lie s  to  these  s e t s  i s  c a l le d  "Symbol."'
The Symbol, In  f u l l e s t  a cc ep ta t io n  o f  the  word, i s  
the  p e rc ep t iv e  dem onstration of th a t  which i s  thought: 
the  Scheme, In  i t s  w idest sense, i s  the  ren d e rin g  in to  
thought of t h a t  which has been p e rc e iv e d .97
"Scheme" and "Symbol" seem to  be incom patible  u n le ss  some s o r t  of
"commutator" or medium of t r a n s l a t i o n  i s  found between them. In
the  fo llow ing  passage d e sc r ib in g  the i n t e r p r e t a t i o n  o f  o rd in a ry
exper ience , "Time" i s  sa id  to  be a commutator.
That the  i n v i s ib l e  comprehension i s  powerless t i l l  the 
a c tu a l  v i s i b l e  o b je c t  has been o ffe red  to  i t  by per­
cep tio n ,  and t h a t ,  on the  other hand, t h i s  same p e r ­
cep tio n  remains b l in d ,  un less  comprehensions t r a n s f e r  
t h i s  v i s i b i l i t y  in to  the  i n v i s i b i l i t y  of the  world of 
thought - -  t h i s ,  combined w ith  the  d o c tr in e  th a t  i t  i s  
Time which schem atica lly  and sym bolically  ca res  fo r  the  
h i t h e r  and t h i t h e r  of the  t ra n s fo rm a t io n s : t h i s  i t  i s
which taken  to g e th e r  makes up the  essenc^gof K an t 's  
p e rc ep t io n  in  regard  to  human knowledge.
The commutator seems to p a r a l l e l  P e i r c e 's  "ground" in  i t s  fu n c t io n .
A more comprehensible name fo r  t h i s  medium of t r a n s l a t i o n  might be
"common ground,"  and th a t  term w i l l  be used in  the remainder of
t h i s  s e c t io n .
Without the  common ground, pe rcep tions  cannot be comprehended 
and comprehensions a re  only a b s t r a c t  forms. The common ground has 
no meaning in  i t s e l f ,  but i f  i t  i s  not adap tab le  to  the  requirem ents
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of the  m a te r ia l  i t  t r a n s m i ts ,  i t  can d i s t o r t  in fo rm ation . For t h i s
reason , i t  should be as minimal and powerful as p o s s ib le .
Chamberlain quotes Leonardo da Vinci and Diirer to  show th a t
the  combination of "Scheme," "Symbol," and common ground i s  e s s e n t i a l  
to  a r t ,  dfespite d i f f e r e n c e s  of time, p la ce ,  and circum stance.
Our soul i s  composed of harmdny, and harmony i s  never 
bred save in  moments when the  p ro p o r tio n s  of o b jec ts  
a re  seen or heard .
The o u te r  work must be the  in d ic a t io n  of the in n e r  
understanding  . . . .  The a r t  o f  m ensuration is* the  
tru e  foundation  o f a l l  p a in t in g .99
The force  of a r t  i s  i d e n t i f i e d  w ith  "Scheme." I t  i s  subjected  to
o rg a n iz a t io n  by "Symbol" through the comnon ground. The common
ground does not determine the p re c ise  form of the  work, but con ta ins
the  laws o r tendencies  which genera te  t h a t  form.
These terms may be l inked  to  those  used in  the  d iscu ss io n  in
the  f i r s t  ch ap te r ,  t h i r d  s e c t io n .  "Scheme" may be sa id  to  correspond
to  the  schematic mapping, and "Symbol" may be sa id  to  correspond to
the  symbolic mapping. The common ground i s  the  s e t  in  w h ich  these
mappings meet, the  defined  space. "Scheme" p repares  in form ation
fo r  lo g ic a l  s tudy , and "Symbol" organ izes  t h i s  in fo rm ation  in to
lo g ic a l  p a t te r n s .
The Sym bolists , a t  t h i s  p o in t ,  a s s e r t  th a t  the  fo rce  of a r t
a c t in g  through "Scheme" a r i s e s  from th e  unknowable i n f i n i t e ,  and th a t
a we11-organized common ground i s  the only  means o f momentarily
glimpsing th a t  fo rc e .  Chamberlain, on the  o th e r  hand, a s s e r t s
t h a t  the i n f i n i t e  i s  approachable to  the  in d u s t r io u s  Weltanschauer
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using t h i s  method. Webern's correspondence seems to  imply t h a t
Webern thought t h a t  th e  i n f i n i t e  was not only approachable , but p a r t
o f  h i s  d a i ly  l i f e .
I t  would be presumptuous to  in f e r  th a t  a man of Webern's
s c h o la s t i c  t r a in in g  and independent tu rn  o f  mind would have read and
accepted the  work o f any ph ilosopher w ithou t r e s e r v a t io n .  However,
c e r t a in  passages from h i s  l e c tu r e s  seem to  r e f l e c t  t h i s  method.
His defense  of th e  tw elve-tone  technique seems to  imply th a t
he considered  i t  to  be a s o r t  o f  common ground.'
So what has i n  f a c t  been achieved by t h i s  method of 
composition? What t e r r i t o r y ,  what doors have been 
opened w ith  t h i s  s e c r e t  key? To be very  g e n e ra l ,  i t ' s  
a m a tte r  o f  c re a t in g  a means to  express  the  g r e a te s t  
p o s s ib le  u n i ty  i n  music. . . . .  Unity, to  be very  
g e n e ra l ,  i s  the  es tab lish m en t of the  utmost r e l a t e d ­
ness between a l l  component p a r t s .  So i n  music, as  in  
a l l  o th e r  human u t te r a n c e ,  the  aim i s  to  make as  c le a r  
as p o s s ib le  the  r e l a t io n s h ip s  between the  p a r t s  of 
u n i ty ;  . . . .  U n ti l  pow, t o n a l i t y  has been one of the 
most im portan t means of e s ta b l i s h in g  u n i ty .  I t ' s  
the  only one th a t  has d isappeared ; every th ing  e l s e  
i s  s t i l l  th e re  . . . .
So: what i s  music? Music i s  a language. A
human being wants to  express  ideas  in  t h i s  language, but not 
ideas t h a t  can be t r a n s la t e d  in to  concepts - -  m usical 
id eas .  . . . C om prehensib ili ty  i s  the  h ig h e s t  law of 
a l l .  Unity must be th e re .  . . . Men' have looked fo r  
means to  g ive  a m usical idea the  most comprehensible 
shape p o s s ib le .^ ®
Unity as i t  r e l a t e s  to  "Scheme" and d i v e r s i t y  as i t  r e l a t e s  to
"Symbol" a re  desc rib ed  in  terms of the  common ground, which r e l a t e s
d iv e rse  elem ents to  express  the  fundamental u n i ty  of the work. The
success of th e  common ground i s  the  measure of th e  co m p reh en s ib i l i ty
of th e  f in ish e d  work to  an en ligh tened  p e rc e iv e r .
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Something comprehensible i s  something of which I  can ge t
a complete view.....................So a smooth, f l a t  su rface  a lso  makes
comprehension im possib le . Things a l t e r  i f  something a t  l e a s t  
i s  g iven , a s t a r t .  But what c o n s t i t u t e s  a s t a r t ?  Here we 
come to  d i f f e r e n t i a t i o n .  . . . Broadly speaking, the i n t r o ­
d u c tio n  of d iv is io n s . '  What a re  d iv i s io n s  fo r?  To keep 
th in g s  a p a r t ,  to  d i s t in g u i s h  between what i s  p r in c ip a l  and 
what i s  secondary. This i s  n ecessa ry ,  to  make y o u rse l f  
i n t e l l i g i b l e ,  so i t  must a l s o  happen in  music.
Composition w ith  twelve no tes  has achieved a degree of 
complete u n i ty  t h a t  was not even approxim ately  th e re  be fo re .
I t  i s  c le a r  th a t  where r e la te d n e s s  and u n i ty  a re  omnipresent, 
com p reh en s ib il i ty  i s  a l s o  guaran teed . And a l l  the r e s t  i s  
d i l e t t a n t i s m ,  no th ing  e l s e ,  f o r  a l l  time, and always has 
been. T h a t 's  so not only in  music bu t everywhere. In  the  
p i c t o r a l  a r t s ,  in  p a in t in g ,  I  can only  sense, not prove, th a t  
th e re  a re  s im i la r  r e l a t i o n s h ip s  in s u r in g  u n i ty ,  bu t I  know 
above a l l  th a t  i t ' s  so in  language.
The common ground of the  com positional a lg o r i th m  o f Webern's mature
s ty le  seems to  meet the  aims of the  Symbolists and the  requirem ents
o f Cham berlain 's method. I t  can assume s i f f i c i e n t  r i g o r  and d e t a i l
to  s a t i s f y  the  requirem ents  o f  any concep tua l p a t t e r n  of "Symbol,"
y e t  r e t a i n  enough f l e x i b i l i t y  to  fo llow  the  f l u c t i a t i o n s  of
p ercep tion -gu ided  "Scheme."
Webern's common ground i s  a l s o  compatible w ith  the  processes
of modular development which Goethe thought c o n s t i tu te d  N a tu re 's
lo g ic .  The importance of these  p ro cesses  to  Webern i s  shown by
passages from the le c tu r e s  speaking o f d e r iv in g  a r t  as d i r e c t l y  as
102p o s s ib le  from Nature. He seems to  have thought th a t  the  b e s t  
ex p ress io n  o f n a tu ra l  c r e a t iv e  thought would correspond to  N a tu re 's  
lo g ic ,  hence the  b e s t  p o ss ib le  c r e a t iv e  procedure was based on i t .
Although Webern's l e c tu r e s  s t r e s s  co m p reh en s ib il i ty ,  he does 
not seem p a r t i c u l a ly  concerned th a t  h i s  h e a re rs  be aware of the  
common ground used to  produce h i s  music.
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I f  an un tu tored  ea r  c a n ' t  always fo llow  the  course 
of the  row, t h e r e 's  no harm done — in  t o n a l i t y ,  too , 
u n i ty  was mostly f e l t  only unconsciously, . . . Something 
w i l l  s t i c k  in  even the nalHvest soul. 103
Perhaps he f e l t  th a t  i f  the common ground were adapted to  tran sm it
a c c u ra te ly  an ex p ress io n  of Nature, the  r e s u l t a n t  work would be
perceived  as schematic as w ell as symbolic by the l i s t e n e r .  He may
have thought th a t  the  r e s u l t s  of using h is  common ground were more
im portan t than i t s  m achinations.
Chamberlain quotes Goethe as saying th a t  co lo rs  a re  the  deeds 
104of l i g h t ,  from which one hopes to  o b ta in  d is c lo s u re s  about l ig h t  
i t s e l f .  In  a s im i la r  sense, compositions can be thought o f  as deeds 
o f  the  n a tu ra l  c re a t iv e  fo rce ,  from which one might i n f e r  the  
c h a r a c t e r i s t i c s  of th a t  fo rce . In a sense, every  composer who i s  
not con ten t to  d u p l ic a te  the  music of the  pas t  forms h is  own method 
of "Scheme," "Symbol," and common ground. The s p e c i f i c  va lue  of' 
Webern's method in  i t s  mature form i s  th a t  i t  i s  unusually  p re c ise  
and powerful, w e ll  adapted to  h is  c re a t iv e  urge and h is  in ten se  in ­
t e l l e c t u a l  and m usical conv ic t ions . For t h i s  reaso n , Webern's 
mature music re v e a ls  much more of the n a tu ra l  c r e a t iv e  fo rce  than 
the  g re a t  bu lk  o f music seems to  rev ea l .
His method inc ludes  h is  conception of the m o tiva ting  p r in c ip le s  
underly ing  a l l  of music r a th e r  than t h e i r  t r a d i t i o n a l  m a n ife s ta t io n .  
The common ground i s  made as e f f i c i e n t  and small as p o s s ib le ,  to  
make the "Symbol" - "Scheme" re la t io n s h ip s  c le a r .  Unity i s  imposed 
through o rg a n iz a t io n  of sound m a te r ia l  on s e v e ra l  lo g ic a l  l e v e l s ,  
as  shown in  the t h i r d  chap te r  of the p re sen t  s tudy.
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
79
I t  seems th a t  Webern thought th a t  he had based h is  compositional 
method square ly  on the most v a l id  p h i lo so p h ica l  thought, the best 
i n t e l l e c t u a l  procedure, and the most a ccu ra te  g e n e ra l iz a t io n  of the  
m otivating  fo rce s  o f music th a t  he could o b ta in . He seems to  have 
thought th a t  h is  work was in  accordance w ith  a way of r e f l e c t i n g  
Nature v a l id  not only in  music, but in  a l l  d i s c i p l in e s .
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in  terms of non-musical ideas .
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CHAPTER I I I  
DESCRIPTIONS OF WEBERN'S MATURE STYLE
In tro d u c t io n
This chap ter contains  te c h n ic a l ,  as opposed to  p h i lo so p h ic a l ,  
d e sc r ip t io n s  of the way in  which Webern's compositional a lgorithm  
opera tes  in  h is  l a te  works. These d e sc r ip t io n s  serve to  give a 
musical s e t t i n g  to  the lo g ic a l  and p h i lo so p h ica l  premises of the  
f i r s t  two chap ters .
The f i r s t  sec t io n  contains  d e s c r ip t io n s  by Webern's contemporaries 
of the musical s i tu a t io n  which generated the  beginnings of Webern's 
pe rsona l s ty le ,  the emergence of h is  mature s ty l e ,  and a lso  post-war 
exp lana tions  of the c o n f ig u ra t io n  o f  the  mature s ty l e .  The second 
s e c t io n  draws from Webern's d o c to ra l  d i s s e r t a t i o n  and Per Weg zur 
neuen Musik to  provide Webern's own exp lan a tio n  o f  h is  compositional 
a lgorithm . The th i r d  sec t io n  c o n s is ts  of hypotheses by the author 
which prepare  the musical foundations fo r  the techniques used in  the 
analyses  accompanying the p resen t  study.
Section  1. D escrip tions  by composers and c r i t i c s
Some of the  c h a r a c t e r i s t i c s  of Webern's mature s ty le  seem to  be 
understandable  only as consequences of h is  d e l ib e r a te  break w ith  the  
p a s t .  This break seems to  have begun in  the  years  1909-11, w ith  opera 
3-8. The f i r s t  d e sc r ip t io n s  given show some of the  ideas  of Webern's 
c lose  f r ie n d s  and contemporaries during t h i s  time.
Egon Wellesz, who stud ied  w ith Webern under Guido Adler and
87
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Arnold Schoenberg, d e sc r ib e s  the e f f e c t  of the Viennese performance 
of Debussy's P e l le a s  and Mellsande as fo llows in  a 1911 a r t i c l e :
Seldom does one f e e l  so s tro n g ly  th a t  in  one work a 
new a r t  emerges, th a t  t r a d i t i o n  i s  broken . . . .  What does 
t h i s  new s ty le  c o n s is t  of?
F i r s t l y ,  a new c o n ce p tu a liz a t io n  of melody and harmony; 
secondly, a new re p re s e n ta t io n  of form; t h i r d l y ,  a changing 
in t e r p r e t a t i o n  of dram atic  elements in  music. . . .
[ in  the sh o r t  piano works of the Im p res s io n is ts ]  a 
melodic l in e  i s  given which permeates the e n t i r e  work.
The a r t i s t  g ives  a sugges tive  sketch which p o r tray s  an 
e n t i r e  world of tone . This i s  not them atic  development, 
but cohesion produced by flowing, c o n s tan tly  renewed 
melody . . . m ysterious sounds, deeply a f f e c t in g  the  
soul . . . detached from a l l  te ch n ica l  c o n s id e ra t io n s ,  
so t h a t  one does not th in k  in  terms o f themes, v o ices ,  
o r co u n te rp o in t ,  but only of the  l im i t l e s s  musical 
im pression.
Wellesz notes  th a t  the  s ty le  o f  the  Im p ress io n is ts  v io le n t ly  d is ru p ts  
an e s ta b l i s h e d ,  r ig o ro u s  compositional t r a d i t i o n  in  French music, 
and says th a t  a s im i la r  d is ru p t io n  should take  place w ith  regard  to  
the  e x i s t in g  Germanic musical p r a c t i c e .  The s p e c i f i c  ways c i ted  by 
Wellesz in  which Debussy breaks w ith  French musical p ra c t ic e  seem to  
p a r a l l e l  c e r ta in  s t y l i s t i c  c h a r a c t e r i s t i c s  of Webern's opera 2-8.
Abandonment of the th e m a tic a l ly  based s t ru c tu re  . . . 
e s tab lishm en t of a new harmonic system . . . . the beginning 
of c o n s tru c t io n  of new forms . . . .  ren u n c ia t io n  of program­
matic music.
In 1911, almost an e n t i r e  is su e  of Per Merker. a leading  
musical jo u rn a l  of the  tim e, was devoted to  Schoenberg's theory and
3
music. In a l a t e r  i s s u e ,  Hugo F le is c h e r  c a r e fu l ly  d iscu sses  the 
pros and cons o f  Schoenberg 's id eas ,  and judges the e f f e c t  of 
Schoenberg's music as fo llow s:
When the t ru e  pa th  of music c o n s is ts  in  the d isca rd in g  
of a l l  conventions, leav in g  only the element of sound 
( in  the  b ro ad es t  sense of the word), but musical compre­
hension has developed to  the  po in t th a t  the  h earer  i s
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ab le  to  analyze  a complex phrase by means of the  melody, 
harmony, polyphony, dynamics, t im bre, Ideas , and fe e l in g s  
which produce I t ,  the  musical p u r i s t  may f e e l  completely 
excluded. The I n te rp la y  o f p o s s i b i l i t i e s  of a s s o c ia t io n  
produce the  le g i t im a te  a rea  In which musical content I s  
produced, [ i n  Schoenberg 's  music^ the  Idea of the 
Absolute cannot be apprehended c le a r ly .  A ll seems remote; 
only the  Im pression of perceived sound remains (as  In 
the  voca l music of Debussy.') and the  emotional meaning 
or f a n t a s t i c  garb of Schoenberg 's sound s t r u c tu r e  Is  
r e je c te d  by the New A e s th e t ic  as a boundless m ixture and 
a d im inu tion  o f th e  p r in c ip le  of c le a r  m usical c o n te n t .4
The above passage seems to  have been in  p a r t  a r e a c t io n  to  
Schoenberg 's  Harmonielehre. f i r s t  published  in  1911. In  t h i s  work, 
Schoenberg p o s tu la te s  sound s t r u c tu r e s  based upon tim bre, which 
a t  th a t  time meant concep tua lized  tone co lo r  r a th e r  than s c ie n ­
t i f i c a l l y  measured wave-form co n f ig u ra t io n .  He g e n e ra l iz e s  the  
fu n c t io n  o f p i t c h  in  m usical con tex t so th a t  i t  a p p l ie s  to  timbre 
in  an analogous manner.
I  cannot cons ide r  p i t c h  as a sepa ra te  e n t i t y  from 
tim bre [K lang fa rbe l .  un lik e  most m usic ians. I  f ind  th a t  
the  t o n e 's  c h a ra c te r  i s  a r e s u l t  o f  i t s  tim bre, of which the  
p i t c h  i s  a dimension. The p i tc h  i s  a component of the  la rg e  
domain of t im bre ; the  p i tc h  i s  nothing but timbre measured 
in  a c e r t a in  d i r e c t io n .  I f  i t  i s  p o s s ib le  a t  t h i s  time to  
make lo g ic a l  p ro g ress io n s  out of chords d i f f e r i n g  only in  
p i t c h  c o n ten t ,  i t  should a l s o  be p o s s ib le  to  c re a te  s im i la r  
p ro g ress io n s  out of timbre [measured i n 3 ano ther dimension 
[thaft t h a t  o f  th e  fundamental tone 3 . . . such th a t  the 
sounds in  the  p ro g re s s io n s  w i l l  have r e l a t io n s h ip s  to  each 
o th e r  governed by a lo g ic  s im i la r  to  th a t  which ru le s  
harmonic p ro g re s s io n s .  This no tion  seems to  be, and 
p robably  i s ,  a f u t u r i s t i c  dream, bu t I  b e l ie v e  th a t  i t  w i l l  
be r e a l iz e d  . . . .
P ro g ress io n s  on timbre fKlangfarbenmelodienl  . . . .  
who da res  t o  p re se n t  such a theory  now?
An exam ination o f  the  s t r u c t u r a l  c o n f ig u ra t io n  o f  Webern's 
works seems to  imply th a t  h is  development as a composer was somewhat 
dependent on g e n e r a l iz a t io n s  of v a r io u s  fu n c tio n s  and a sp e c ts  of 
t r a d i t i o n a l  music. Sometimes these  fu n c tio n s  and a sp e c ts  were
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broadened in  d e f in i t i o n ,  as in  the  above passage. They could a lso  be
narrowed, so th a t  r e la t io n s h ip s  belonging to  a key or a sca le  could
be used independently  of th a t  key or s c a le .
Wallace McKenzie l i s t s  sev e ra l  r e l a t io n s h ip  p a t te r n s  occurring
in  the  P a s sa c a g l ia . opus 1, which seem to  be a t  l e a s t  p a r t i a l l y
de rived  from the somewhat s c h o la s t ic  s ty le  in  which the  work i s
w r i t t e n .  This s ty le  d i c t a t e s  adherence to  key and to  an e s ta b l ish e d
la rg e  form whose u n i t s  a re  m e lod ica lly  and harm onically  determ ined.
McKenzie po in ts  out th a t  Webern's s t r u c t u r a l  co n tro l  su rpasses  the
requirem ents  of t h a t  s ty le  by r e l a t i n g  the  de rived  p a t te r n s  not only
to  key and la rg e  form as s t i p u l a t e d ,  but a lso  to  h is  own complex
system of o rg a n iz a t io n .
However, the c a re fu l  a t t e n t io n  to  many d i f f e r e n t  le v e l s  
o f  s t r u c tu r e ,  i . e . ,  i n t e r v a l l i c  r e l a t io n s h ip s  w ith in  
the  m otives, i n t e r r e l a t i o n s  of the  motives them selves, 
m otiv ic  development, them atic  metamorphoses, and formal 
r e l a t io n s h ip s  which sometimes have m u lt ip le  s ig n i f ic a n c e ,  
i s  a c h a r a c t e r i s t i c  o f  Webern's com positional techn ique  
which remains through a l l  subsequent changes o f  s t y l e .
When key r e s t r i c t i o n  i s  dropped in  opus 3, th e se  p a t te rn s  a re  r e la te d
only  to  Webern's p lan  fo r  the  work in  which they  appear.  In  opus 3
and l a t e r  works, t h e i r  fu n c t io n  in  t h a t  p lan  seems to  r e s u l t  from
p ro g ress iv e  g e n e ra l iz a t io n s  of t r a d i t i o n a l  m usical p r a c t i c e s ,  as
exem plified  in  the  organ fugues of J .  S. Bach and the  l a t e  s t r in g
q u a r t e t s  of Beethoven.
George P e r le  d iscu sses  the  fu n c t io n  of th e se  p a t te r n s  in
opus 5 as fo l lo w s :
The in te g r a t in g  element i s  f r e q u e n t ly  a minute 
i n t e r v a l l i c  c e l l ,  which may be expanded through the  
perm uta tion  o f  i t s  components, or through th e  f r e e
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combination of I t s  v a r io u s  t r a n s p o s i t io n s ,  or through a s s o c ia ­
t io n  w ith  Independent d e t a i l s  . . . . [ which may be used to ]  
genera te  a l a r g e r ,  th e m a t ic a l ly  s ig n i f i c a n t  p a t t e r n ,  whose 
rhythm, con tour, melodic i n t e r v a l s ,  and p i tc h  may then be 
t r e a te d  as separab le  components.7
F e rle  a l s o  no tes  the  s ig n if ic a n c e  of f ixed  in d iv id u a l  notes as micro­
c e l l s ,  a com positional h a b i t  which does much to  d e fin e  r e la t io n s h ip s  
among e n t i t i e s  in  the  l a t e  works of Webern. The metamorphic process 
of v a r i a t i o n  p a r t i c u l a r l y  depends on the  r e l a t i o n  of these  m icro­
c e l l s  to  each o th e r .
GyHrgy L ig e t i  d e sc r ib e s  the  manner in  which Webern b u i ld s  a new 
kind of formal s t r u c tu r e ,  r e p la c in g  t r a d i t i o n a l  p a t te rn s  w ith  gener­
a l iz e d  ones. The form ation  of th i s  s t r u c tu r e  seems to  have been a 
con tinu ing  development o f  com positional techn ique, so th a t  each work 
in  the Webern canon has an i n d iv id u a l i s t i c  o rg an iza tio n .
Webern changed t h i s  [ t r a d i t i o n a l ]  b a s is  of h ie ra rc h a l  
s t r u c tu r e .  He made no d i s t i n c t i o n  between consonance and 
d issonance. . . .  . The v e r t i c a l  and h o r iz o n ta l  dimensions were 
meshed; melody and chord were placed on an in te rchangeab le  
b a s is  . . . T he re fo re , the  form appears to  be s t a t i c  — as 
though the  work stood s t i l l  in  tim e, w hile  i t s  components 
ro ta te d  w i th in  i t  — w ithout an unique beginning or end.
. . . The form i s  no longer based on the  d i s t i n c t i o n  between 
m usical even ts  o f  g r e a te r  or l e s s e r  importance. The terms 
melody and accompaniment lo se  t h e i r  meaning . . . .  There i s  a 
d i s t i n c t  d e c l in e  of polyphonic fu n c t io n s ;  c o n tra p u n ta l ly ,  because 
of the  i n t e r l a c in g  of v e r t i c a l  and h o r iz o n ta l  networks of sounds; 
on an im i ta t iv e  l e v e l ,  because [ c l e a r l y  a u d ib le ]  vo ices  in  the 
t r a d i t i o n a l  sense no longer e x i s t  . . . .  What remains, and 
c o n s t i tu t e s  the  m usical form, i s  a m u ltico lo red  weaving of 
sounds in te r tw in ed  about each o th e r ,  s im ultaneously  and 
su c c e ss iv e ly ,  which permeates a l l  m usical dimensions.®
Numerous excep tions  to  the  above observa tions  can be found in  the  l a t e  
works of Webern. For example, the V a r ia t in n s .  opus 30 con ta ins  passages 
in  which melodic and accompanying co n f ig u ra t io n s  appear. The "m u lt i­
colored weaving o f  sounds" can be found as e a r ly  as opus 4. Otherwise, 
the  above passage d e sc r ib e s  th e  b a s is  of Webern's mature s ty le  w e l l .
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W alter Kolneder observes th a t  the  adoption o f s e r i a l  technique 
In opus 17 does not mark a sudden s h i f t  In Webern's s ty l e .
A t te n t iv e  l i s t e n in g  to  . . . opp. 15-20 re v e a ls  no 
e s s e n t i a l  d i f f e r e n c e s ;  a t  the  most th e re  can be heard 
an In c re as in g  co n cen tra t io n  In which system atic  chromatic 
p e n e t r a t io n  of the  w r i t in g  c e r ta in ly  does p lay a part.®
However, the  m astery of tw elve-tone technique seems to  have
enabled Webern to  broaden h is  compositional a lgo rithm  in  n o n -p itch
d i r e c t i o n s .  In the  fo llow ing passage, one o f  Webern's e a r ly
su p p o rte rs  compares the  songs of opus 23, which may be said  to  belong
to  h is  mature s t y l e ,  w ith  h is  e a r l i e r  songs.
Considered only from a musical s tan d p o in t ,  they a re  
o f  much broader scope than Webern's previous songs. No 
longer does he sketch  the whole world in  a s in g le  s t ro k e ;  
no longer does he express  every th ing  th a t  may be s a id ,  
in  one measure, in  one tone. This procedure was once 
n ecessa ry  perhaps, fo r  in  extreme con cen tra tio n  a 
coun terpo ise  was found to  the re s o lu t io n  of the  old 
m usical harmony and to  the  forms which were in e x t r ic a b ly  
bound up w ith  i t .  But the  tw elve-tone system opens the  
p o s s i b i l i t y ,  under c e r t a in  circumstances the  n e c e s s i ty ,  
o f expanded m usical form. Webern e x p lo i t s  t h i s  p o s s i b i l i t y  
w ith  happy a ssu rance , and f u l f i l l s  the  n e c e s s i ty  w ith  
th e  r ig o ro u s  observance f i t t i n g  to  a g re a t  composer.
Wolfgang F o r tn e r  d iscu sse s  Webern's mature s ty le  th u s ly :
He c o n s t r u c ts ,  h o r iz o n ta l ly  or v e r t i c a l l y ,  upon 
rh y th m ica lly  d i f f e r e n t i a t e d ,  c a r e fu l ly  timed e n t r i e s ,  
a quasi m olecular s t r u c tu r e  dependent only on i t s  own 
in t e r n a l  r e l a t io n s h ip s  fo r  coherence. The corresponding 
v a r i a t i o n  technique l in k s  these  b a s ic  m olecular s t r u c tu r e s  
to  the whole by simple or re tro g rad e  symmetry, through 
augmentation or d im inution , through in te r la c e d  con trap u n ta l  
te chn ique , e t c . ,  g en era t in g  la rg e r  s t ru c tu re s  out of these  
m olecules , t h a t  in  t h e i r  tu rn  a re  linked  to  genera te  e n t i r e  
movements . . . .  When l i s t e n in g  to  Webern's music, one must 
ca tch  hold o f  th e  s ig n if ic a n c e  of the  sound and i t s  r e l a t io n s h ip s  
to  ne ighboring  sounds. . . . The comprehension of the  m olecular 
s t r u c t u r a l  o rg a n iz a t io n  in  the  f i r s t  f r a c t io n  of a second i s  
th e  b a s is  on w^ich a l l  fo llowing musical e n t r i e s  a re  
comprehended.
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The ro le  of s e r i a l  technique In the  s t r u c tu r a l  processes  d iscussed  
in  the  above passage i s  c l a r i f i e d  by P ie r r e  Boulez as fo llow s:
We take  as a p o in t  of d ep ar tu re  a fundamental s e r i e s ,  
and a t t r i b u t e  to  each component of sound a p a t te rn  
s e le c ted  by analogous c h a r a c t e r i s t i c s ;  [ the  co n f ig u ra t io n  
o f ]  each component w i l l  be determined from a fundamental 
o rd e r in g , but the p a t te rn s  used w i l l  be determined by 
th e  p ro p e r t ie s  o f  t h a t  component. Thus, we do not have 
to  consider l i t e r a l  p a t te rn s  in  each of many separa te  
domains [o f sound], but p a t te rn s  extending through the 
e n t i r e  domain of musical thought. With re sp ec t  to  the 
row forms o f Webern, we a re  ab le  to  say th a t  the  s e r ie s  
w i l l  be considered as a s t r u c tu r a l  u n i f i e r  which can 
mediate among the in d iv id u a l  components and among 
complexes of components. The s e l e c t i v i t y  conferred by 
ap p ro p r ia te  fu n c tio n s  to  each component of sound, 
which can determine and be determined by the o ther 
components, fo llow s from the s e le c t iv e  power which 
deploys the  components by means of t h e i r  in t e r r e l a t i o n s h ip s .
The game of ba lanc ing  can only be played p roperly  when 
s t r u c tu r e s  a re  th u s .o rg a n iz e d ; one c a lc u la te s ,  then , 
th e  p o s s i b i l i t i e s .  . .
What a re  the p o s s i b i l i t i e s  to  be ca lc u la te d ?  Roger Sessions ,
who has been in fluenced  by Webern, speaks of the  "co lo r"  o f  a
sound as being determined by the fo llow ing co n s id e ra t io n s :
. . . the  way in  which the  tone i s  a t tack ed  and s e t  
in to  motion; the  speed w ith  which i t  develops i t s  f u l l  
s t r e n g th ;  the  kind and amount of co n tro l  t h a t  the  p layer  
can e x e rc ise  once i t  has been sounded; the way i t  i s  
s p e c i f i c a l l y  modified by an in c rease  or decrease  in  
loudness or i n t e n s i ty ,  or by a r i s e  or a f a l l  in  p i tc h ;  
and the  degree to  which the  p lay er  can modify one or 
the  o th e r  o f  th e se  e lem ents , Inc lud ing  some th a t  I  have 
not mentioned h e re .  ^
Any or a l l  o f  these  c o n s id e ra t io n s  can be s e r i a l l y  c o n tro l le d ,  and
can be made su b jec t  to  the  s t r u c tu r a l  p rocesses  given in  the  above
passage by Boulez.
Sessions c o d i f ie s  p o s s i b i l i t i e s  o f  in t e r r e l a t i o n s h ip  th u s :
As f a r  as the  question  of c o n t r a s t ,  and u n ity  in  
terms of c o n t r a s t ,  i s  concerned, an i n f i n i t e  number of
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
94
p o ss ib le  procedures can be subsumed under one or the 
o th e r  of two headings . . .  . , a s s o c ia t iv e  and c o n t r a s t i n g .
Jan La Rue d e f in e s  these  p o s s i b i l i t i e s  in  terms of the  change th a t
ta k es  p lace  from one musical event to  ano ther:
V a r ia t io n ,  m uta tion ; ex tens ion ; a l t e r a t i o n ,  c o n t r a s t ;  
d im inution/augm enta tion , in v e rs io n , r e v e r s io n ,  d e n s i ty  
( c o n c e n t r a t io n /d i lu t io n ) ;  in f l e c t io n ,  d e f l e c t io n ,  
in t e r r u p t io n ;  dynamics, co lo r ,  t e x tu r e ;  r a t e  of change.
A ll  o f  th ese  p o te n t i a l  changes should be considered as 
f l e x i b l y  as p o ss ib le  in  framing a n a ly t i c a l  q u e s t io n s .  5
Boulez a lso  uses change as a means of d e sc r ib in g  th ese  p o s s i b i l i t i e s : '
S im ila r  o rg a n iz a t io n :  r e p e t i t i o n ,  simple tran s fo rm a tio n ,
complex tran s fo rm a tio n ,  with p a r a l l e l  s t r u c tu r in g .
D is s im i la r  o rg a n iz a t io n :  c o n tra s t  r a th e r  than ra p p o r t .
Transform ation of e i t h e r  of the  above in  a r i g i d  or a 
f r e e  manner. Overlapping of the  two events  in  such a 
way th a t  t h e i r  endpoints cannot be d i s t i n g u i s h e d . ^
These co ncep tua lly  based p o s s i b i l i t i e s  of i n t e r r e l a t i o n s h ip s  can
a ls o  be s e r i a l l y  organized.
The ro le  of these  p o s s i b i l i t i e s  and t h e i r  in t e r p la y  i s  d iscussed
by Webern's co lleague , Herbert Elmert."
This b r in g s  us, f i n a l l y ,  to  the  idea of a rhythm of 
connec tions . The time e laps ing  between the sounding 
o f the  an teceden t and consequent of a chrom atic  [n o n - to n a l ,  
d e l i b e r a t e ly  constructed  p i tc h ]  r e l a t io n s h ip  i s  f e l t  as 
a period  of e x p ec ta t io n ,  as a s i le n ce  f rau g h t w ith  
te n s io n  . . . only  chromatic r e la t io n s h ip  can c o u n te rac t ,  
o r  ba lance , the  p o la r iz in g  tendency a r i s in g  from re c a l le d  
im pression o f a sound, and negate th a t  im pression . Such 
nega tion  i s  f e l t  as a n e c e s s i ty  in  Webern's musical 
organism, and i t  g ives p a r t i c u l a r  v i t a l i t y  to  the  
in tra~ connec ting  d u ra t io n s . These d u ra t io n s  co n d it io n  
the  underly ing  rhythm of musical development [ in  
Webern's m usic]. This rhythm i s  seldom sim ple, s ince  
every  s in g le  moment i s  f i l l e d  out by the  ex p ec ta t io n  of 
sev e ra l  such connections , since sev e ra l  r e l a t i o n a l  tempi 
a re  woven to g e th e r  in  a pervasive  coun terpo in t . . . <
The a c tu a l  rhythm sp rings  from mutual in t e r a c t io n  of 
the  param eters p i tc h  and d u ra t io n  ' to  which one must 
to  a sm all degree add the  parameter dynamics . . .
The s l i g h t e s t  a l t e r a t i o n  of these  param eters ' r e s p e c t iv e
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p o s i t io n s  w i l l  e x e r t  a r e t r o s p e c t iv e  e f f e c t  on the  e n t i r e  
s t r u c tu r e  and cause a change in  th e  fo ld in g  o f the e n t i r e  
a c o u s t ic a l  w e b .”
A powerful a spec t of Webern's com positional a lg o ri th m  l i e s  in  
t h i s  a b i l i t y  to  change the e n t i r e  course of a work by a s l ig h t  
a l t e r a t i o n .  As a good chess p layer would, he c a lc u la te s  the e f f e c t s  
of h is  moves in  such a way th a t  a l l  p o s s ib le  consequences a re  under 
h is  c o n tro l ,  ob ta in in g  the  p re c ise  musical r e s u l t s  which he in tended. 
The following passage was w r i t t e n  about composers in  g e n e ra l ,  but i t  
seems to  desc ribe  Webern's a t t i t u d e  toward c o n t ro l l in g  dev ices .
His musical thought i s  governed by the  o b je c t  he has 
envisaged and th a t  he wishes to  b r in g  in to  being . I f  he 
w r i te s ,  l e t  us say, a canon, i t  w i l l  not be fo r  any reason 
o th e r  than  the  f a c t  th a t  a canon belongs in  h i s  design .
In o th e r  words, he i s  pursuing a c re a t iv e  go a l ,  not one 
which he can achieve by simply pursuing  a l in e  of r a t i o n a l  
thought.
One of the  most complete summaries of Webern's mature s ty le  i s  
t h a t  by Gundaris Pone.
Webern's com positional syntax r e f l e c t s  h i s  a t t r a c t i o n  
to  the  concept of monogenesis as a fundamental u n iv e rsa l  
law underlying v a rio u s  m an ife s ta t io n s  in  n a tu re .  This 
concept, one of the  key te n e t s  o f  German Romanticism, 
came to  Webern p r im ar i ly  from two sou rces :  the  n a tu r a l
philosophy of Goethe and the a e s th e t i c  views o f h is  
te a c h e r ,  Arnold Schoenberg, e s p e c ia l ly  the  l a t t e r ' s  
G rundgestalt th eo ry .  To d e r iv e  ev ery th ing  from a s in g le  
id ea ,  to  r e t a i n  the essence of the  idea and to  change 
only i t s  forms o f appearance, to  c re a te  a con tex t by 
deploying these  forms of appearance in  time and space —  
th ese  a re  the procedural problems w ith  which Webern's 
com positional syntax a re  concerned.
The methods which Webern employs to  genera te  new 
forms of appearance of h is  b a s ic  id ea ,  the m otiv ic  c e l l ,  
a re  w e ll  known in  t r a d i t i o n a l  com position: in v e rs io n ,
r e t ro g r e s s io n ,  augmentation, d im inution , su b t ra c t io n ,  
a d d i t io n ,  and v arious  combinations th e re o f .  However, 
the  con tex tua l d i s p o s i t io n  of motives v a r ie d  by these  
methods rev e a ls  a wholly new o r i e n ta t io n  . . . .  Whereas 
th e re  i s  a genera l  consensus th a t  p i tc h  le v e l s  re p re se n t
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the  v e r t i c a l  and d u ra t io n s  the  h o r iz o n ta l  co o rd in a te ,  i t  
i s  seldom re a l iz e d  th a t  dynamics, a r t i c u l a t i o n ,  and 
timbre a re  Im portant f a c to r s  in  suggesting  the  depth  of 
f i61d .
In b r in g in g  t h i s  new dimension [o f  s o n o r i ty ]  to  th e  
fo re ,  Webern took  two important s te p s .  F i r s t ,  he de­
emphasized th e  l i n e a r  fo rce  of the two primary param eters , 
p i tc h  and d u ra t io n ,  by i s o l a t i n g  the motive from a 
l i n e a r  c o n tex t .  This exp la in s  the  i l l u s i o n  of the  
" sp a c ia l"  fu n c t io n in g  o f Webern's motives and t h e i r  
seemingly e l l i p t i c a l  r e l a t io n s h ip  w ith in  l a rg e r  s y n ta c t ic  
u n i t s .  Second, Webern accen tuated  the  new dimension of 
depth by a ss ig n in g  s t r u c t u r a l  fu n c tio n s  to  the  sp ac ia l  
parameters which form erly  had been re le g a te d  e n t i r e l y  to  
the  ro le  o f  emphasizing them atic  g e s tu re s .  Thus, Webern 
became the f i r s t  composer in  whose works t im bra l and 
dynamic symmetries, m ir ro rs ,  and canons appear as 
consc iously  app lied  s t r u c t u r a l  de te rm inan ts .
In l i g h t  of the  foregoing  d is c u s s io n ,  a p e r s i s t e n t  
m is in te r p r e ta t io n  of the  fu n c tio n  of the  so -c a l le d  
Klangfarbenmelodie technique should be c o rrec ted .
Contrary to  f i rm ly  entrenched b e l i e f s ,  Klangfarbenmelodie 
i s  no t a k a le id o sc o p ic  embroidery o f  l in e a r  fu n c t io n s ,  
th a t  i s ,  melody; r a th e r  i t  i s  an im portant com positional 
method of r e v e a l in g  a sonorous depth  of f i e l d .  There i s  
no b e t t e r  proof of t h i s  than  an a u ra l  comparison between 
a conventional v e r s io n  o f Bach's R icercare  and Webern's 
o rc h e s t r a t io n  of i t . 19
Sec tion  2. D esc r ip t io n s  by Webern
Two d e s c r ip t io n s  of m usical s ty le  of s u b s ta n t i a l  len g th
by Webern a re  c u r r e n t ly  in  p r i n t .  The f i r s t  i s  the  in t ro d u c t io n
to  h is  d o c to ra l  d i s s e r t a t i o n ,  an e d i t io n  of the  second book of
20H einrich  I s a a c 's  C hora lis  C onstantinus I I .  completed in  1906. The 
second i s  Per Weg zur neuen Musik. whose con ten ts  a re  l i s t e d  on page 
80 of the  p re sen t  s tudy  in  th e  sebond fo o tn o te .
The in t ro d u c t io n  to  the d i s s e r t a t i o n  i s  in t e r e s t i n g  in  t h a t  i t  
re v e a ls  which a sp e c ts  of I s a a c 's  s ty le  caught Webern's a t t e n t io n  
a t  the  time when he began to  form ulate  h is  own s ty l e .  He sees I s a a c 's
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s ty le  as the r e s u l t  of the union o f two g re a t  n e a r - r a t io n a l  music 
s t r u c tu r e s ,  polyphony and harmony, a t  the h i s t o r i c a l  moment when 
harmony began to  rep la ce  polyphony as the  d e c is iv e  s t r u c tu r a l  
f a c to r  in  music.
Isaac  occupies a p o s i t io n  o f  balance  w i th in  the 
period  of development of polyphonic vocal music from 
the second h a l f  of the  f i f t e e n t h  cen tu ry  to  1550.
The v iv a c i ty  and independence of I s a a c 's  in d iv id u a l  
vo ices  i s  more m a s te r fu l  than th a t  o f  Okhegem or 
Obrecht. The i n f l e x i b i l i t y  of the ph rase , a consequence 
of the n o te -a g a in s t -n o te  procedure ap p lied  p e r s i s t e n t l y  
and eq u a lly  so th a t  the  voice  appears to  be the  r e s u l t a n t  
on ly  of the  con trapun ta l  procedure, Is a l to g e th e r  concealed 
in  I s a a c 's  masterworks. We can observe here  a wonderful 
d is p la y  of polyphonic a r t  so achieved t h a t ,  even though 
the  in d iv id u a l  voice completely  s a t i s f i e s  the  requirem ents 
o f  w e ll-d e f in ed  co u n te rp o in t ,  the  su rface  im pression i s  
th a t  the co n trapun ta l  procedure could be d isca rd ed , and 
ano ther  procedure begun through su b t le  v e r t i c a l  o rgan i­
z a t io n  o f  the v o ic e s .  The fo llo w ers  of H einrich  Isaac  
do not adhere to  h is  polyphonic p r in c ip l e s .  Isaac  developed 
the  p u r i f i c a t io n  of the phrase to  i t s  l i m i t s ,  and th i s  
p u r i f i c a t i o n  was i n f l e x ib ly  invoked by h i s  fo l lo w ers ,  as 
a means o f  so lv ing  the problem of v e r t i c a l i z a t i o n  of 
p i tc h e s .  Out of th i s  p u r i f i c a t i o n  came the p o s s i b i l i t y  
fo r  the so lu t io n  of a l l  the  requ irem ents  of harmony . . .
He has f u l f i l l e d  the  id e a l  of animated and independent 
v o ic e - le a d in g  in  a wonderful fa sh io n .  Each voice  has i t s  
own development and i s  complete in  i t s e l f ,  w onderfu lly  
and in s p r i r i n g ly  shaped. This care i s  shown in  each d e t a i l  
. . . vo ices  interwoven in  such a way th a t  the  in d iv id u a l  
e x is ten c e  of each voice  i s  c l e a r ly  prominent. The whole 
i s  p rope lled  in  a wonderful f lu x  of the  h ig h e s t  a r t ;  the 
euphony of the whole i s  in d e s c r ib a b le .22
The above passage can, fo r  the  most p a r t ,  be app lied  to  Webern's
a t t i t u d e  toward polyphonic,, o r  l i n e a r ,  o rg a n iz a t io n ,  and v e r t i c a l ,
or t im bre-dependent, c o n f ig u ra t io n s .
The follow ing d iscu ss io n  o f the breakdown of church modes
in  the  face of emergent harmonic s t ru c tu re  could be taken to  r e f e r
to  the  breakdown of t r a d i t i o n a l  harmony in  the  music of Wagner,
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Wolf, and Schoenberg p r io r  to  1906.
The c h a ra c te r  of the  church modea [ in  I s a a c 's  music]
i s  . . . o f te n  u n c lea r  through lack  of adherence to  t h e i r
s t r i c t  use. . . . This forced in t e r p r e t a t i o n  o f  churhh 
modes, in fluenced  by the  emerging major-minor breakdown o f the 
system o f modes, i s  a no tab le  consequence o f  polyphony.
When one i s  no longer con ten t w ith  one voice  but must
have more v o ices  sounding to g e th e r ,  he has taken  n o t ic e
of harmony. Then o n e 's  work i s  no longer rooted  in  the base 
of the old [ l i n e a r ]  church modes, but r a th e r  in  th a t  of 
[ v e r t i c a l ]  t o n a l i t y .  The cadences o f  Isaac  and h is  
fo llow ers  a re  e n t i r e l y  based upon harmonic requ irem ents , 
w ith  t h e i r  connections w ith  the  f i f t h  below and above, 
to  express  the  key of the cadence as c le a r ly  as p oss ib le  
once more through the  marking out of i t s  boundaries.
The above passage suggests  t h a t  even in  1906 Webern was aware th a t
the  breakdown of t r a d i t i o n a l  s t r u c tu r e s  implied th a t  new s t r u c tu r e s
must be formed.
More than  twenty years  l a t e r ,  a f t e r  he had developed h is  mature 
s ty l e ,  he re tu rn ed  to  t h i s  su b jec t  of replacement of church modes by 
to n a l i t y  to  dem onstrate  the  breakdown of t o n a l i t y  in  h i s  youth.
Summing up, I ' d  say: j u s t  as the  church modes disappeared
and made way f o r  major and minor, so th ese  two have a lso  
disappeared  and made way f o r  a s in g le  s e r i e s ,  the  chromatic 
s c a le .  R e la t io n  to  a keynote — to n a l i t y  — has been l o s t .  . . . 
I t  helped to  b u i ld  the  form, in  a c e r t a in  sense i t  ensured 
un ity .  . . .  [ i t ] .w a s  the  essence of t o n a l i t y .  As a r e s u l t  o f  
a l l  the  even ts  mentioned, t h i s  r e la t io n s h ip  f i r s t  became le s s  
necessa ry  and f i n a l l y  d isappeared  a l to g e th e r .  A c e r ta in  
ambiguity on the  p a r t  o f  a la rg e  number o f chords made i t  
su p erf luous . And s ince  sound i s  n a tu ra l  law as r e la te d  to  the 
sense of h e a r in g ,  and th in g s  have happened th a t  were not 
th e re  in  o th e r  c e n tu r ie s ,  and s ince  r e la t io n s h ip s  have dropped 
out w ithout offend ing  the  e a r ,  o th e r  r u le s  of o rder  must 
have developed. . . .  ..Harmonic com plexes .a r ise ,  of a kind 
th a t  made the r e l a t io n s h ip  to  a keynote superf luous . 24
He g ives h i s t o r i c a l  documentation o f  the break w ith  t o n a l i t y  as
occurring  s h o r t ly  a f t e r  h i s  d i s s e r t a t i o n  was completed.
With a l l  t h i s  we approach the ca ta s tro p h e :  1906,
Schoenberg 's  Chamber Symphony (fou rth -cho rd  s . ' ) ; 1908,
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music by Schoenberg t h a t ' s  no longer In any key. . . .
Schoenberg 's  Song op. 14;•. . . a key — but no cadence .
. . . Schoenberg 's  George Songs op. 15 . . . :  no more 
r e tu r n  to  the  to n ic ,  everyone f e e l s  the  end anyway.
This moment [when t o n a l i t y  was f e l t  to  be unnecessary] 
happened in  about the  year 1908. 25
The d is c u s s io n  accompanying the above passages im plies  t h a t ,  
accord ing  to  Webern, the  r e la t io n s h ip  to  the keynote g rad u a lly  
receded from the surface  of the  musical s t r u c tu r e ,  to  be rep laced  
by p r in c ip le s  of u n i ty  and r e p e t i t i o n  of musical m a te r ia l s .  This 
s i t u a t i o n  seems to  p a r a l l e l  th a t  which he o u t l in e s  in  h is  d iscu ss io n  
of th e  music of Isaac  w ith  regard  to  w e ll-d e f in ed  coun terpo in t and 
harmony. To prevent the  re-emergence of the  to n ic  as a s t r u c tu r a l  
fo rce ,  duodecaphonic co n cen tra tio n  was d e l ib e r a t e ly  enqsloyed, but 
i t  would be fo u r tee n  years  be fo re  s t r i c t  tw elve-tone  technique  would 
provide  a p i tch -b ased  s t r u c tu r e  capable of re p la c in g  t o n a l i t y .
I f  the  d is c u s s io n  of I s a a c 's  development o f  t o n a l i t y  i s  to  be 
taken  as sem i-au to b io g rap h ica l ,  th e re  should be a s im i la r  development 
o f  some com positional technique in  Webern's e a r ly  work a n t i c ip a t i n g  
the  mature s t y l e .  The g e n e ra l iz a t io n  of musical fu n c t io n  to  the 
p r in c ip le s  of u n i ty  and r e p e t i t i o n ,  app lied  to  v a r i a t i o n  techn iques  
a lre ad y  e s ta b l i s h e d ,  seems to  develop in  t h i s  way.
The le c tu r e s  included in  Per Wee zur neuen Musik d is c u s s ,  
p r im a r i ly ,  the  c l a r i f i c a t i o n  of n a tu ra l  causes of m usical s t r u c tu r e .
One of the  e a r ly  a m p lif ic a t io n s  of t h i s  c l a r i f i c a t i o n  i s  based on ideas 
o f  Goethe.
In n o n -tech n ica l  term s, man i s  only the  v e s s e l  in to  
which i s  poured th a t  which the  t o t a l i t y  of Nature wants to  
make m anifest . . . .  j u s t  as the  n a t u r a l i s t  s t r i v e s  to  
d iscove r  the l e g a l i t y  upon which [ the  m an ife s ta t io n s  o f]
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Nature a re  founded, our a s p i r a t i o n  must be to  f ind  the
laws under which Nature in  the s p e c i f i c  form of humanity
is  p roduc tive . I t  fo llow s th a t  the ob jec t  of which the
t o n a l i t y  of a r t  speaks, i t s  substance, i s  not " a e s th e t i c , "
but a m atte r  of coping w ith  the  laws of Nature, and th a t  ^
a l l  d iscu ss io n  o f music can follow only from t h i s  unders tand ing .
S e r ia l  technique i s  shown to  be a m an ife s ta t io n  of these  causes
which r e f l e c t s  them c l e a r ly ,  because the  language of the process used
i s  lo g i c a l l y  co n s tru c ted .
The supreme p r in c ip le  o f  a l l  m an ife s ta t io n  [D a rs te l lu n g ]  
of thought i s  the  law of i n t e l l i g i b i l i t y .  . . . something in ­
t e l l i g i b l e  i s  something which I  can perceive  as an e n t i t y  
[U b erb llck b a r], whose boundary I  can d e f in e .  . . . thus we 
come to  the c l a s s i f i c a t i o n  of e n t i t i e s  [G liederung].
..Composition w ith  twelve no tes  has a t ta in e d  a degree of 
completion of s t r u c tu r e  [Zusammenhang] which was not even 
approxim ately a v a i la b le  b e fo re . C lea r ly ,  when cohesiveness 
of s t ru c tu re  and re la te d n e s s  apply  everywhere, i n t e l l i g i b i l i t y  
i s  secure . . . .  I t  i s  thus  not only in  m u s i c , 'b u t ' i n  a l l  
f i e l d s .  I  can only sense , not prove th a t  in  the [ o th e r ]  
f in e  a r t s  such r e l a t io n s h ip s  guarantee  cohesiveness of 
s t r u c tu r e :  however, I  know th a t  t h i s  co n d itio n  holds in  
language .2?
The s o r t  of re la te d n e s s  which secures  s t r u c tu r a l  cohesiveness, 
or r i g o r ,  in  s e r i a l  technique i s  shown to  be the consequence of 
h i s t o r i c a l  development. Webern d e f in e s  the  term "motive" as " the
sm alle s t  d iv i s io n  of a m usical idea which i s  t r e a te d  independently .
28But how do we recognise  one? Because i t ' s  repeated . '"  He speaks
of developmental techn iques  of the pas t  app lied  to  the  motive:
In  one case the  r e p e t i t i o n s  a re  l i t e r a l  and w ithout gaps, 
l ik e  the  l in k s  of a cha in , whereas l a t e r  one became f r e e r  
and l e f t  out c e r t a in  in te rm ed ia te  s tag es ,  th ink ing  — 
m etaphorica lly  — " I t ' s  happened once a lread y , so I  can 
jump to  something e ls e  w ithout c a rry ing  on the development 
any f u r t h e r . "  Things were more immediately and ab ru p tly  
jux taposed , which of course made them harder to  understand.
But what e l s e  p lays a p a r t?  The f a c t  th a t  r e p e t i t i o n s  
were c a r r ie d  out w ith  e v e r - in c re a s in g  freedom - -  one pro­
ceeded by v a r i a t i o n ,  fo r  the  development r e s u l t in g  from 
vary ing  a s in g le  motive led  one fu r th e r  and fu r th e r  from 
the  p o in t  of o r ig in .  Curves became longer, ever more 
b road ly  spun o u t . ^
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S e r ia l  technique provides a means of r e c o n c i l in g  the  formal
advantages of s t r i c t  and f ree  r e p e t i t i o n  of m otlv ic  c o n f ig u ra t io n
w ith  con trapuncta l  s t ru c tu re .  In Webern's mature s ty le  th i s
r e c o n c i l i a t i o n  i s  made simpler by the  p o s s i b i l i t y  t h a t  no tes  can
be added or su b trac ted  a t  w i l l  from a given m o tlv ic  c o n f ig u ra t io n
by ju d ic io u s  s e le c t io n  of the  o r ig in a l  row form, use o f p a r t i c u l a r
rows in  a given s i t u a t io n ,  and voic ing  o f th e se  rows.
S e r ia l  technique i s  a means of achieving  e f f i c i e n t l y  a
com positional s t r u c tu r e  which uses the  n a tu ra l  laws (as described
by Webern) to  advantage.
. . . When th a t  kind o f u n ity  i s  the  b a s i s ,  even the most 
fragmented sounds must have a completely coherent e f f e c t ,  
and leave h a rd ly  anything to  be d es ired  as f a r  as 
"com prehensib ility" . i 8 concerned.30
However, s e r i a l  technique i s  not considered as the f i n a l ,  p e r fe c t  
exp ress ion  o f  th ese  laws.
I t ' s  up to  fu tu re  times to  d iscover the  s t r i c t e r  
laws of s t r u c t u r a l  coherence th a t  a re  a lre ad y  p re sen t  
in  the  works. When th i s  t ru e  comprehension o f a r t  i s  
achieved, then  th e re  w i l l  no longer be a d i s t i n c t i o n  
between science  and in sp ired  c re a t io n .  The fu r th e r  
one p re s se s  forward, the g re a te r  becomes the  id e n t i t y  
o f  every th in g ,  and f i n a l l y  one has the  Impression of 
being faced by a work not of humanity but of Nature.
. . .  I  know how I  in ven t,  and how i t  con tinues , and 
then  I  look fo r  the  r ig h t  place to  f i t  i t  in .
I t  seems to  the  au thor th a t  Webern used r ig o ro u s  s t r u c tu r e  in
o rd e r  t o  o b ta in  the  framework necessary  to  s u s ta in  h is  compositions,
and th a t  he did so to  ob ta in  a musical space which would f a c i l i t a t e
a s p e c i f i c  s o r t  o f developmental technique based on re la te d n e s s  of
s e le c te d  e n t i t i e s ,  o r  motives. This technique seems to  d isp la y
e f f i c i e n t l y  the  n a tu ra l  laws of order which he f e l t  music should
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e x h ib i t .
Section  3. D esc r ip t io n  by the  au thor
The model d iscussed  In the  th i rd  s e c t io n  of the f i r s t  chapter 
Is  used as the  means of ob ta in in g  d e s c r ip t io n s  of Webern's mature 
s ty l e .  These d e sc r ip t io n s  serve as bases fo r  the  analyses  accompany­
ing the  p resen t study.
Four h y p o th e t ic a l  o rg a n iz a t io n a l  schemes a re  developed and 
a sso c ia te d  w ith  r a t i o n a l  s t r u c tu r e s .  The r e s u l t i n g  realms are put 
in to  a h ie ra rch y  of lo g ic a l  l e v e l s .  Webern's mature s ty l e ,  as 
in te rp re te d  here , i s  thought to  resemble the  r e s u l t i n g  complex o f realms 
and th e i r  in te r a c t io n .  This resemblance i s  bu t a p ro v is io n a l ly  u se fu l  
means of determ ining formal a sp ec ts  of Webern's l a t e  works.
A s in g le  genera l procedure i s  followed fo r  these  schemes. An 
e n t i t y  i s  id e n t i f i e d  w ith  the  m usical term "m otive ,"  the  sm alles t  pos­
s ib le  p a r t i c l e  o f  a musical id ea ,  recogn izab le  by i t s  r e p e t i t i o n .  I t  
seems th a t  the  d e f in i t i o n  o f  an e n t i t y  may be a r b i t r a r y ,  and th a t  the 
r e s u l t s  obtained in  consequence need not be f i n a l .  In  Webern's 
mature s ty l e ,  r e la t io n s h ip s  among such e n t i t i e s  seem to  resemble those 
ty p ic a l  of a lg e b ra ic  s t r u c tu r e  when they  a f f e c t  the  p o s i t io n  of the  
e n t i t y  r e l a t i v e  to  i t s  c o n tex t ,  and to  resemble those of to p o lo g ic a l  
s t r u c tu r e  when they a f f e c t  the  con ten t and len g th  of the  e n t i t y .
Support fo r  t h i s  gen era l ized  procedure i s  g iven  by the fo llow ing 
passage, w r i t t e n  in  1932 by an observer o f  Schoenberg 's teach ing  
methods, w ell a f t e r  Webern's mature s ty l e  was e s ta b l i s h e d .
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C oordination  or r e l a t i o n  of p a r t s  to  the  whole Is  an 
e s s e n t i a l  f a c to r  In form.
Coordination In o rgan ic  forms I s  assured  through 
m i to s i s ,  or the co n tinua l su bd iv is ion  o f the  o r ig in a l  germ­
c e l l  ( c y t ld e s ) .  In  music t h i s  ge rm -ce ll  I s ,  fo r  Schtinberg, 
a s in g le  motive. The forms of v a r i a t i o n  which the  motive 
undergoes might be ca l led  musical m i to s is .  Even in  h is  
a n a ly s is  Schtinberg r e f e r s  a l l  musical occurrences In  a 
composition to  a s in g le  motive. Methods of v a ry ing  a motive 
a r e :  1. Changing the  in te r v a l s  or no tes  and ho ld ing  the
rhythm; 2. Changing th e  rhythm and using the  same tone or 
i n t e r v a l s ;  3. Simultaneous combination o f  bo th  these  
methods; 4. In v e rs io n ;  5. E longation ; 6. C o n trac t io n ;
7. E l i s io n  (o f  one or more n o te s ) ;  8. The crab  form 
(motus canz ic rans . r e p e a t in g  the motive backwards). A ll 
th ese  dev ices  fo r  v a r i a t i o n  are  co o rd in a t io n  f a c to r s  in  the 
c o n s t ru c t io n  of a p iece  of music.
The e n t i t l e s  to  be examined in  Webern's music a re  th e  r e s u l t s  of
v a r i a t i o n  of the o r ig in a l  e n t i t y  or e n t i t i e s  by th e se  and o th e r  means.
The r e l a t io n s h ip s  among th ese  e n t i t i e s  a re  these  means o f  v a r i a t i o n ,
which transfo rm  the e n t i t i e s  in to  t h e i r  v a r i a n t s .  The c o n f ig u ra t io n s
of e n t i t i e s  and r e la t io n s h ip s  a re  l a rg e ly  determined by Webern's
d e f i n i t i o n  of h i s  m usical domain, and the s p e c i f i c  form chosen in
tu rn  i s  a f a c to r  in  the  d e f in i t i o n  of the  domain of a s p e c i f i c  work.
A number o f  a sp e c ts  of these  e n t i t i e s  and r e l a t io n s h ip s  can be
examined. Each such aspec t can be used to  genera te  a p o s s ib le  lo g ic a l
le v e l  fo r  a n a ly s i s .
Webern's mature com positional a lgo rithm  seems to  co n ta in  four such
lo g ic a l  l e v e l s ,  and p o ss ib ly  more. Within each l e v e l ,  s e le c t io n s  a re
made from the p o s s ib le  c o n f ig u ra t io n s -o f  e n t i t l e s  w ith  regard  to  the
aspec t to  which the  le v e l  r e l a t e s .  The se le c te d  m a te r ia l  i s  t r e a te d  as
g e n e ra t in g  e n t i t i e s ,  and t h e i r  d i s t i n c t i v e  c h a r a c t e r i s t i c s  a re  used to
form a s t r u c t u r a l  design  w ith  r e l a t i o n  to  the  lo g ic a l  l e v e l .  No e n t i t y
which does not fu n c tio n  in  t h i s  way i s  p e rm itted  in  the  work.
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The manner of development choaen In  each lo g ic a l  le v e l  d e r iv e s  
from the p o s s i b i l i t i e s  o ffe red  by the  c h a r a c t e r i s t i c s  of the  e n t i t l e s .  
The manner o f  development I s  I t s e l f  a g en era t iv e  f a c to r  In  the cumu­
l a t i v e  development of the  work as a whole. The In te rp la y  among 
lo g ic a l  le v e l s  I s  a l s o  g e n e ra t iv e ,  and d e r iv e s  from c h a r a t e r l s t l c s  
In h e ren t  In  combinations of s e le c te d  e n t i t l e s  and r e l a t i o n s h ip s .
Although the  c h a r a c t e r i s t i c s  of lo g ic a l  le v e l s  and t h e i r  e n t i t l e s  
a re  r i g i d l y  determined a t  the  o u ts e t ,  they  a re  su b jec t  to  f r e e  develop­
ment w i th in  a p r i o r i  c o n s t r a in t s .  Thus, a balance between a coheren t,  
d e ta i le d  la rg e  formal des ign  and f r e e ly  unfold ing  con ten t Is  
m ain ta ined .
The lo g ic a l  l e v e l s  d iscu ssed  In  the p resen t  s tudy may be ordered 
in  a h ie ra rc h y .  From "h ig h e s t"  to  " lo w e s t ,"  they  a r e :  1. la rg e
form; 2. tw e lve-tone  s e r i a l  p i t c h  o rg a n iz a t io n ;  3. metamorphic and 
tran a fo rm a l,  or s t r i c t l y  a lg e b r a ic ,  v a r i a t i o n  te chn ique ; 4. Klang- 
fa rbe  o rg a n iz a t io n ,  in c lu d in g  param eters which in f luence  timbre d i r e c ­
t l y  o r  i n d i r e c t l y ,  such as v o ic in g ,  dynamics, nuance, and so fo r t!
The "h igher"  the  l e v e l ,  the  more a b s t r a c t  i t s  s t r u c tu r e  seems, the  
l a r g e r  i t s  e n t i t i e s  a r e ,  and the  more f irm ly  i t s  lo g ic  must be p re ­
served through the  "lower" l e v e l s .  The "lower" the  l e v e l ,  the  more 
power i t  has to  a f f e c t  the  no te -by -no te  course of the  work, in t e r a c t i n g  
w ith  the  m e ta - lo g ic  o f  the  domain o f  sound I t s e l f .
The le v e l  o f  la rg e  form i s  the  only one which has g loba l c o n tro l  
over the  work. P a r t i c u l a r l y  in  the  in s trum en ta l  works, i t  i s  an ab­
s t r a c t  scheme whose s p i r i t  must be obeyed in  a l l  o th e r  lo g ic a l  l e v e l s .  
I t s  e n t i t i e s  a re  la rg e  temporal d iv is io n s  o f  the  work, bound to g e th e r
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by i n t e r r e l a t i o n s h i p s  s im ila r  to  those  which g ive  ba lance  and coher­
ence to  t r a d i t i o n a l  la rg e  forms. Often, t r a d i t i o n a l  forms w i l l  be 
used in  an a b s t r a c t  r a th e r  than  a l i t e r a l  sense i n  t h i s  l e v e l ,  or 
the  p ro cesses  which genera te  them w i l l  be employed to  produce new 
m a n ife s ta t io n s  o f  them. Sometimes, as  in  the  f i r s t  movement of the  
Q u a r te t ,  opus 28, two or more la rg e  forms a re  used s im u ltaneous ly .
The d es ig n  of e n t i t i e s  and t h e i r  r e l a t i o n s h ip s  tends  to  be 
s t r i c t e r  and more modular in  the  mature in s tru m e n ta l  works th an  in  
th e  mature vo ca l  works. In  the  in s tru m en ta l  works, the  boundaries  
o f  e n t i t i e s  a re  made c le a r  by adherence to  formal b reaks  throughout 
most, i f  no t a l l ,  lo g ic a l  l e v e l s .  The r e l a t i o n s h ip s  among e n t i t i e s  
tend  to  be employed in  a manner t h a t  exhausts  th e  d e s i r e d  p o s s i ­
b i l i t i e s  o f  combination, r e tu rn in g  to  the  c o n ten t  o f  the  o r ig in a l  
e n t i t y .  In  the  v ^ c a l  works, as in  most o f  th e  works from opus 14 
to  opus 18, d e f i n i t i o n  of e n t i t y  i s  u s u a l ly  te x t-d e p en d e n t ,  and 
r e l a t i o n s h i p s  r e f l e c t  th o se  d isp layed  by th e  t e x t .
The complex element o f  t h i s  le v e l  i s  th e  la rg e  d iv i s io n  o f  the  
form as a whole. I t s  p lace  in  the  la rg e  form de term ines  i t s  shape, 
and thus  th e  c o n f ig u ra t io n  o f  a l l  lower l e v e l s .
The lo g ic a l  l e v e l  of tw elve-tone  s e r i a l  o rg a n iz a t io n  e x i s t s  w ith in  
a p u re ly  f o r m a l i s t i c  domain, d e l i b e r a t e l y  planned to  cover sy s te m a tic ­
a l l y  p o s s i b i l i t i e s  o f  p i t c h  r e l a t io n s h ip .  The p re c is e  a lg e b r a ic  con­
f i g u r a t i o n  o f  t h i s  domain i s  d iscussed  in  the  fo llow ing  a n a ly s is  of the  
T r io ,  opus 20. This  c o n f ig u ra t io n  has s e v e ra l  d e s r i a b le  p r o p e r t i e s .
I t  i s  a com pletely  p r e d ic ta b le  means o f  o rgan iz ing  e n t i t l e s  of p i t c h  
p a t t e r n s  w i th in  the  row, e n t i t i e s  c o n s is t in g  of the  rows them selves,
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and of p o s tu la t in g  I n t e r r e l a t i o n s h ip s  between row forms.
This method of p i tc h  o rg a n iz a t io n  perm its  t h i s  p r e d i c t a b i l i t y  
w ithou t making i t  the  so le  c o n t ro l l in g  f a c to r  o f  the  work. Thus, 
one may have a r ig id  r a t i o n a l  s t ru c tu re  on t h i s  le v e l  which does 
no t n e c e s s a r i ly  a f f e c t  the  course of th e  la rg e  form, the  metamorphic- 
t ran sfo rm a l development of the  phrase, or the  timbre c h a r a c t e r i s t i c s  
used. However, t h i s  s t r u c tu r e  may be used a t  w i l l  to  r e in fo rc e  any 
of th e se  o th e r  s t r u c tu r e s .
In p a r t i c u l a r ,  t h i s  method of p i t c h  o rg an iza tio n  enables  the 
composer to  c o n s tru c t  v e r t i c a l  aggregates  in  a sy stem atic  manner which 
w i l l  sound not as a s e t  of overtones of a p re sen t  or implied fundamental 
to n e ,  but as  an i n d i v i d u a l i s t i c  timbre ( i . e . ,  not as a chord w ith  
added n o te s ,  but as a sound whose c h a r a c t e r i s t i c s  of timbre a re  more 
im portant than  i t s  a c tu a l  p i t c h ) .  Then the re so u rces  of timbre can 
be ex p lo i te d  as an Independent param eter, in s tead  o f a component of 
t o n a l i t y .
The r e l a t io n s h ip s  o f  row forms and p o r t io n s  of row forms w ith  each 
o th e r  can genera te  a s t r u c tu r e  which may complement o th e r  formal 
s t r u c tu r e s .  This complementation may be obvious only  a f t e r  exhaustive  
a n a ly s i s ,  a lthough i t  i s  sometimes aud ib le  as w e ll .  The au thor th in k s  
t h a t  Webern p o s tu la ted  g en era l  schemes of row p ro g ress io n s ,  but th a t  
the  exac t choice o f  row w ith in  a p rog ress ion  depended on c o n s id e ra t io n  
of the  requirem ents of o th e r  lo g ic a l  le v e l s  a t  th a t  po in t of the  work.
The m etam orphic-transform al le v e l  con ta in s  m usical ideas  whose 
boundaries a re  chosen a t  Webern's w i l l .  The s ig n i f i c a n t  p o r t io n  of 
t h e i r  c o n ten t ,  th a t  i s ,  the  p a r t  which i s  sub jec ted  to  metamorphic or
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tran s fo rm a l v a r i a t i o n ,  Is  a l so  chosen a t  Webern's w i l l .  E i th e r  
v a r i a t i o n  technique can co n tro l  the  l e v e l  a t  any given  moment. The 
e n t i t l e s  o f  the  le v e l  o f  la rge  form o b ta in  much of t h e i r  in t e r n a l  
developmental co n f ig u ra t io n  w ith  r e l a t i o n  to  t h i s  l e v e l .
One may compare the  two v a r i a t i o n  techn iques  by observing th a t  
a t ran s fo rm a l v a r ia n t  I s  a r e p e t i t i o n  w ith  changed o r ie n ta t io n ,  
whereas a metamorphic v a r i a n t  Is  a r e p e t i t i o n  w ith  i n te r n a l  change.
The tran sfo rm a l process Is  p r ism a tic ,  r e f r a c t i n g  m usical Ideas 
through the  r e s t r i c t e d  domain w ithou t changing t h e i r  l d e n t l f l a b i l i t y .  
The metamorphic process I s  a d i r e c t  borrowing o f G oethe 's  b o ta n ic a l  
theo ry , developing a musical Idea from a t i n y  seed, o r  g enera ting  
e n t i t y ,  in to  a la rg e ,  flow ering  p la n t  " l e a f  by l e a f , "  o r  as a 
b o t a n i s t  would now say, c e l l  by c e l l .  The complex element o f  the  
m etam orphic-transform al le v e l  i s  a phrase  made up o f  superposed 
v a r i a t i o n s  o f  e n t i t i e s .
Both these  p rocesses  occur accord ing  to  a lo g ic  almost as s t r i c t  
as th a t  governing s e r i a l  technique i t s e l f .  Development by these  
p rocesses  must r e f l e c t  p a s t  development in  th e  work. E n t i t i e s  must 
m a in ta in  t h e i r  I d e n t i ty ,  and to  some degree, in t e r n a l  r e l a t io n s h ip s .  
Transformal s t r u c tu r e s  a re  as s t r f c t l y  a lg e b r a ic  as tw elve-tone  s e r i a l  
ones a r e .  Metamorphic s t r u c tu r e s  must m ain ta in  co n s is ten cy  of the 
same s o r t  th a t  a growing p la n t  d isp la y s  - -  techn iques  o f  expansion, 
l in k ag e ,  and c o n tra c t io n  a re  c a r e f u l ly  c o n t ro l le d .
The Klangfarbe le v e l  has no i n t e r n a l  v a l i d i t y  but sound i t s e l f .
I t  p re se rv es  a l l  h igher lo g ic a l  l e v e l s ,  but determ ines p re c ise  even ts ,  
as w e l l  as v o ic ings  and v e r t i c a l  correspondences, Many o f I t s  proc­
esse s  i n t e r a c t  w ith  those  o f  the  m etam orphic-transform al le v e l .
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In t h i s  le v e l  the  f i n a l  choices of the  d e f in i t i o n  o f each no te  a re  
made. No " t r u th "  which v io l a t e s  the  m eta loglc  o f  the  e a r  i s  p e rm itted . 
Yet, of the  choices a v a i l a b le ,  Webern seems, almost In v a r ia b ly ,  to  
choose the  most e s s e n t i a l ,  s im p lest  a l t e r n a t iv e  — th a t  which d i s tu r b s  
the  h igher lo g ic a l  le v e l s  l e a s t ,  ye t  serves the e a r  b e s t .  In some of 
h i s  n o n - tech n ica l  correspondence, Webern equates s im p l ic i ty  w ith  t r u t h  
and the cap ac ity  fo r  transcendence . In t h i s  l e v e l ,  t h i s  s im p l ic i ty  
i s  made m an ife s t .
In the  Klangfarbe l e v e l ,  a statem ent of a musical idea seems to  
invoke a consequence or r e s u l t i n g  s ta tem en t,  which in  tu rn  g ives  r i s e  
to  ano ther consequence. This p a t te r n  i s  followed u n t i l  s i le n c e  i s  
i t s e l f  a p o ss ib le  response to  the  previous m a te r ia l  ( e i t h e r  th e  t o t a l  
m a te r ia l  p reced ing , p a r t  of i t ,  or only the  immediately p receding  
s ta tem en t) ,  a t  which p o in t  the  s e c t io n  or movement may end.
The consequence may have any of sev e ra l  r e l a t io n s h ip s  w ith  preceding 
m a te r ia l .  Commonly, i t s  r e l a t io n s h ip  i s  metamorphic, expressed as an 
expansion and /o r  c o n tra c t io n  o f  sound c h a r a c t e r i s t i c s  of the preceding 
m a te r ia l .  The au tho r  f in d s  th e  following a l t e r a t i o n s  common when an 
expansion i s  in d ic a te d :  in c re a se  of range or i n t e r v a l l i c  span; use
of more extreme, b r ig h t e r ,  or more c o lo r fu l  r e g i s t e r  and tim bre; 
v a r i a t i o n ;  in c re a s in g  connections among id e a s ;  longer d u ra t io n s  
(except fo r  w r i t t e n - o u t  a c c e le r a t i o n s ) ;  more attackB w ith in  a time 
span; added n o te s ;  added c o n t r a s t s ;  in c reas in g  o r h igher dynamic 
l e v e l ;  a c c e le r a t i o n .  Corresponding a l t e r a t i o n s  occur when a c o n tra c t io n  
i s  in d ic a te d :  decrease  of range or i n t e r v a l l i c  span; use o f d u l l e r
or more commonplace r e g i s t e r  and tim bre; r e p e t i t i o n ;  d i s in t e g r a t i o n  of
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r e l a t io n s h ip s  among Id eas ;  s h o r te r  d u ra t io n s ;  fewer a t ta c k b ,  fewer 
n o te s ,  fewer c o n t r a s t s ;  decreasing  or lower dynamic l e v e l ;  severe 
v e r t l c a l i z a t i o n ,  a tendency to  sum up m a te r ia l  which was p rev io u s ly  
l i n e a r  in  c h a ra c te r .
The consequence may rep ea t  some of the m a te r ia l  used in  the  
preceding s ta tem en t.  In Webern's mature s t y l e ,  r e p e t i t i o n ,  perm utation, 
in v e rs io n ,  and re tro g ra d e  of m a te r ia l  of the  preceding  statem ent 
i s  o f te n  an in d ic a t io n  of s lacken ing  expansion or oncoming or a c tu a l  
c o n tra c t io n .  Although v o ic ing  of p i tc h  con ten t i s  f r e q u e n t ly  used to  
accomplish an im pression o f expansion o r c o n t ra c t io n ,  i t  seems to  be 
g e n e ra l ly  an accesso ry  r a th e r  than the  c o n t ro l l in g  f a c to r  in  the  
d e te rm in a tio n  of the  consequent 's  co n f ig u ra t io n .
The consequence may c o n tra s t  w ith  the  preceding s ta tem en t.  In  
such a case , i t s  con ten t ba lances and opposes th a t  o f  the  preceding 
s ta tem en t.  The c a lc u la t io n  o f t h i s  ba lance  and o p p o s it io n  re v e a ls  
much about Webern's conceptual o rg a n iz a t io n  of sound.
The consequence may be a co n t in u a t io n  o f  the preceding s ta tem en t.
In such a case , i t  i s  l ik e  a r e a l i z a t i o n  o f  the Klangfarbenmelodle 
concept — a t r a n s f e r r a l  of a melody from voice  to  vo ice  w ithout an 
i n t e n s i t y  d i s c o n t in u i ty  of s u f f i c i e n t  importance to  break  the  l in e .
A given  consequence may d isp la y  any or a l l  o f  these  r e la t io n s h ip s  
w ith th e  preceding s ta tem en t.  A s ta tem ent may gen era te  more than one 
consequence, e s p e c ia l ly  when an expansion i s  tak in g  p la ce .  S im ila r ly ,  
when the  formal s t r u c tu r e  i s  c o n tra c t in g ,  a s in g le  consequence can 
s a t i s f y  more than  one preceding s ta tem ent.
I t  i s  the  a u th o r 's  opin ion  th a t  almost every s ig n i f i c a n t  p a t te r n
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In the  works of Webern's mature s ty le  can be analyzed r e l a t i v e  to  these  
lo g ic a l  l e v e l s .  The p o te n t i a l  uniqueness o f  such a n a ly s is  can only be 
shown I f  one proceeds from the  complex r e s u l t  t o  th e  simple cause, fo r  
th e  causes g iven may genera te  many r e s u l t s .  I t  seems th a t  t h i s  q u a l i ty  
of o n e -d i r e c t io n a l  p o t e n t i a l  uniqueness i s  th e  f a c to r  which g ives  the 
s ty l e  i t s  power and u n i ty ,  but perm its f r e e  development.
The fu n c t io n s  o f  these  le v e ls  as they  i n t e r a c t  w ith  one ano ther w i l l  
now be d is c u s se d .  The fo llow ing s ta tem en ts ,  l i k e  those  r e f e r r i n g  to  
th e  l o g ic a l  l e v e l s ,  a re  thought to  have only p ro v is io n a l  v a l i d i t y ,  and 
a re  made only to  c l a r i f y  the  s t ru c tu re  examined.
The m o t iv a t io n ' fo r  using these  s t r u c tu r e s  and th e  way in  which 
they  a re  m anifested  appears to  be p ragm atic . I f  a s t r u c tu r e  i s  given 
in  a fragm entary  form, i t  i s  l i k e ly  to  have a secondary fu n c t io n  in  
th e  t o t a l  s t r u c t u r a l  co n f ig u ra t io n .  On the  o th e r  hand, i f  a s t r u c tu r e  
i s  complete and supported by s im ila r  s t r u c tu r e s  in  o th e r  l e v e l s ,  i t  
i s  probably  im portan t to  the  t o t a l  s t r u c t u r a l  c o n f ig u ra t io n .  In 
g e n e ra l ,  a s t r u c tu r e  appears to  be used and emphasized when i t s  
c h a r a c t e r i s t i c s  a re  e s s e n t i a l  to  the musical requ irem en ts  which i t  
meets - -  the  tim e, p lace  and circumstance of i t s  appearance.
A ll  lo g ic a l  le v e l s  seem to  depend h e av i ly  upon the  l inkage  of 
s t r u c t u r a l  e n t i t i e s  used in  a modular fa sh io n .  The c o n f ig u ra t io n  
of the  e n t i t y  and i t s  r e la t io n s h ip  to  i t s  surroundings i s  an index 
to  the  s t r u c t u r a l  happenings of the  moment in  which i t  o ccu rs ;  but 
th e se  happenings a re  made obvious through t h a t  c o n f ig u ra t io n .  The 
flow of the  work and th e  e n t i t y - r e l a t i o n s h ip  network a re  p o t e n t i a l l y ,  
th en , in te rd ep en d en t.  Their a c tu a l  in terdependence i s  su b jec t  to
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Webern's d e c is io n .
Linkage of e n t i t l e s  can be In te r n a l  or e x te r n a l .  I n te r n a l  linkage 
i s  shown through s im i la r  c o n f ig u ra t io n  o f  co n ten t ,  produced e i t h e r  
metam orphically  o r  t ra n s fo rm a l ly .  E x te rn a l  l in k a g e . i s  f r e e ,  and 
r e f e r s  to  the  fu n c t io n  of the  e n t i t y  as a whole in  the  s t r u c tu r e  or 
s t r u c tu r e s  in  which i t  i s  imbedded. Such s t r u c tu r e s  provide a b a s is  fo r  
r e l a t io n s h ip s  among e n t i t i e s ,  and the  s t r u c tu r e s  themselves a re  made 
m anifest through the r e l a t io n s h ip s  genera ted  by ju x tap o s in g  e n t i t i e s .
The m otlv ic  con ten ts  o f  e n t i r e  d iv i s io n s  of the  la rg e  form o f ten  
appear to  d e r iv e  from metamorphic and t ra n s fo rm a l  a p p l ic a t io n  of 
v a r i a t i o n  techn iques  to  a s in g le  m usical id ea .  The p i tc h  o rg a n iz a t io n  
of e n t i r e  works i s  s im i la r ly  based on s t r i c t  t ran s fo rm a l v a r i a t i o n  of 
tw elve-tone  row; but the  p re c is e  row form used in  a g iven s i t u a t i o n  
may w ell  be determined by metamorphic c o n s id e ra t io n .
I t  seems th a t  Webern sometimes wishes to  use only a p o r t io n  of 
a given r a t i o n a l  s t r u c tu r e  as a s tro n g  form al g en e ra t in g  dev ice , but 
fo r  the sake of completeness wishes to  p re se n t  the  whole s t r u c tu r e .
In  such a case , he appears to  de-emphasize the  p o r t io n  o f  the  s t ru c tu re  
which i s  n o n -e s se n t ia l  to  the  m atte r  a t  hand by b r in g in g  in  s t r u c tu r e s  
from o th e r  lo g ic a l  le v e l s  as formal g e n e ra t in g  d ev ice s .  The non- 
e s s e n t i a l  m a te r ia l  i s  not w asted, bu t used to  c re a te  o th e r  formal 
d e t a i l s .  This procedure i s  e s p e c ia l l y  ev iden t when he wishes to  
emphasize c e r t a in  p i tc h e s ,  and must b r in g  in  e n t i r e  row forms to  ge t 
the  p i tc h e s  he wants.
A musical idea  which i s  a s tro n g  g en e ra t in g  e n t i t y  w i l l  o f ten  be 
almost s t r i c t l y  re p e a ted :  same v o ic in g ,  same p i tc h e s ,  same d u ra t io n s
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and volumes. V a r ia t io n s  of th a t  musical idea may be s l i g h t ,  but a re  the  
more s t r i k i n g  because the  idea becomes a s trong  p o in t  of re fe re n ce  in  
th e  flow of the  work. The use of s e r i a l  technique enab les  Webern to  
imbed such id eas  in  s im i la r  surroundings. For example, a re tro g rad e  
of such an idea can be e a s i l y  presented  in  a re tro g rad e  of i t s  o r ig in a l  
s e t t i n g .  An idea  which appears  in  two forms in  a s l i g h t l y  d i f f e r e n t  
way can be v a r ie d  by using  one or the  o th e r  form. P i tch e s  can be 
added to  the  idea  by adding ano ther row form to  the  t e x tu r e ;  they 
can be su b tra c te d  by in tro d u c in g  the e x tra  no tes  in to  th e  accompani­
ment. Since tw e lve- tone  technique c o n tro ls  only  the  p i t c h  component of 
a tone , i t s  sound can be v a r ie d  f r e e ly  in  the  Klangfarbe le v e l  w ith ­
out d i s tu r b in g  the  row-form s t r u c tu r e .
C o n fig u ra tio n s  o f  rhythm, tim bre, v o ic in g ,  dynamics, and 
combinations of th e se  a sp e c ts  may a lso  c o n s i t i t u t e  a m usical idea .
These c o n f ig u ra t io n s  can be v a r ied  in  the same way t h a t  a musical 
idea based on p i tc h e s  i s  v a r ie d .
This s o r t  o f  v a r i a t i o n  i s  as close  as Webern comes to  t o t a l  
s e r i a l i z a t i o n .  In  the  a u th o r 's  op inion, the  breakdown o f  sound 
a sp e c ts  in to  a d e f i n i t e ,  l im ited  number of param eters , and the complete 
s e r i a l i z a t i o n  of th e se  param eters , would not have served Webern's 
com positional i n t e n t .  This procedure would have r e s u l te d  in  a 
determ inism  which would not have perm itted  him to  emphasize or 
de-emphasize a r a t i o n a l  s t r u c tu r e  when i t  s u i te d  him to  do so. In 
a d d i t io n ,  the  metamorphic v a r i a t i o n  technique would have l o s t  a g re a t  
deal of i t s  freedom. S e r i a l i z a t i o n  lo ses  i t s  r a t i o n a l  power when 
sub jec ted  to  non-canonic v a r i a t i o n  tech n iq u es ;  fo r  the  r e s u l t s  a re
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then  no longer p re d ic ta b le ,  and the s t r u c tu r e  no longer h o ld s ,  as 
explained  In the  th i r d  s e c t io n  of the f i r s t  chapter*
I t  seems th a t  the  emphasis on d i s c r e te  p i tc h  of a tone , which 
app lied  in  pre-Webernian music, s h i f t s  to  an emphasis on i t s  t o t a l  
sound, described  by i t s  p i tc h ,  dynamics, v o ic in g , and volume, in  
Webern's mature s t y l e .  T ra d i t io n a l  harmony i s  based upon p i tc h  
only . The o rg a n iz a t io n  of Weberi ’s mature s ty le  i s  based on the  
r e l a t i o n s  between c h a r a c t e r i s t i c s  of a l l  p o r t io n s  of the  sound of 
a tone . Then exac t r e p e t i t i o n  of a musical idea takes  the  p lace 
of a to n a l  c e n te r .  I t  can fu nc tion  as a p o in t of o r ig in  fo r  an 
e n t i r e  s t r u c tu r e  or s e t  of s t r u c tu r e s .
A phrase , or complex of ph rases , can then  be d esc ribed  as 
moving toward such a r e p e t i t i o n .  The fu r th e r  the  r e l a t io n s h ip s  w ith in  
e n t i t i e s  a re  from th a t  r e p e t i t i o n ,  the f u r th e r  away the  e n t i t i e s  
themselves a re  from the  p o in t  of o r ig in  o f  the  s t r u c tu r e .  S tru c tu re s  
whose r e l a t io n s h ip s  suggest c ad e n t ia l  p a t te rn s  seem to  occur be fo re  a 
r e tu r n  to  the  po in t o f  o r ig in .
In  the a u th o r 's  op in ion , the  natu re  and fu n c tio n  o f  th e se  
e n t i t i e s  and r e l a t io n s h ip s  i s  s im i la r  to  the  n a tu re  and fu n c t io n  of 
chords and chord r e l a t io n s h ip s  in  t r a d i t i o n a l  harmony. The process 
i s  used in  such a way th a t  i t  i s  lo g ic a l ly  independent o f  the  means 
by which i t  i s  m an ifested . Although some p i tc h  p a t te rn s  fu n c t io n  in  
a manner which seem to  r e f l e c t  the  old to n a l  s t r u c tu r e s ,  th ese  
p i tc h  p a t te rn s  a re  not the  primary c o n t ro l l in g  f a c to r  in  the  process 
the  way they a re  in  to n a l  music. In Webern's mature s t y l e ,  no a spec t 
of sound has such power.
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
114
Webern's mature s ty le  seems to  have been constructed  to  provide 
an e f f i c i e n t ,  e leg an t  v e h ic le  fo r  h is  com positional I n te n t .  I t  
should be considered as a means by which he i s  ab le  to  achieve a 
r e f in e d ,  supple s t ru c tu re  capable of exp ress ing  whatever s o r t  of 
beauty  he wished to  communicate.
These lo g ic a l  le v e l s  a re  used in  the  analyses  accompanying the 
p re sen t  study. Appendix A con ta in s  an a n a ly s is  of the  Q uarte t ,  opus 
28, f i r s t  movement, according  to  the s t r u c tu r e  o f  i t s  la rg e  form. 
Appendix B c o n s is ts  of a genera lized  d iscu ss io n  of twelve-tone 
technique as i t  r e la te d  to  the  conclusions of Chapter I ,  and an a n a ly s is  
o f  the  a p p l ic a t io n  of t h i s  technique in  the  T r io , opus 20, where i t  
dominates m usical events  perhaps more than  in  any o th e r  of Webern's 
l a t e  works. Appendix C co n ta in s  a gen era l ized  d is c u s s io n  and a n a ly s is  
o f  Webern's v a r i a t i o n  technique as a t ra n s fo rm a l ,  or s t r i c t l y  lo g ic a l ,  
and metamorphic, or not s t r i c t l y  lo g ic a l ,  developmental techn ique , in  
conjunction  w ith  the  V a r ia t io n s , opus 30. The v o ic in g  p a t te rn s  of 
the  Second C an ta ta , opus 31, a re  d iscussed  in  Appendix D.
The r e s u l t s  of these ana lyses  w ith  regard  to  o n e 's  m usical in s ig h t  
should change in  time and c ircum stance, i f  the  premises of Chapter I  
a re  taken as v a l id .  As a r e s u l t ,  no conclusions  a re  drawn from them, 
and i t  i s  hoped th a t  they  w i l l  lead the  re a d e r  to  in v e s t ig a te  th ese  
works and reach  h is  own conclusions  about t h e i r  s t r u c tu r e .
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CHAPTER IV
WEBERN IN THE CONTEXT OF TWENTIETH-CENTURY THOUGHT 
In tro d u c t io n
Webern's supposed philosophy i s  compared .with th a t  of th re e  
o th e r  tw e n t ie th -c en tu ry  th in k e rs  in  t h i s  ch ap te r ,  so t h a t  i t  can 
be c l a r i f i e d .  In  the  f i r s t  s e c t io n ,  Webern's approach to  m usical 
thought i s  compared w ith  t h a t  o f  A lfred  North Whitehead. Some 
d i f f e r e n c e s  between Webern's philosophy and the premises of 
lo g ic a l  p o s i t iv ism  are  a l s o  no ted .
S im i l a r i t i e s  between the  l a t e  w r i t in g s  o f  Ludwig W it tg en s te in  
and Webern a re  shown in  the  second s e c t io n .  These two men were 
c lo se  contem poraries w ith  s im i la r  backgrounds. Their mature work 
seems to  imply the  acceptance  o f corresponding underly ing  prem ises.
The th i r d  s e c t io n ,  concluding the p o r t io n  o f  the  s tudy not 
con ta in ing  m usical a n a ly se s ,  sums up c e r t a in  observ a tio n s  reg a rd in g  
the  use of r a t i o n a l  s t r u c tu r e s  in  the  a r t s .  C e r ta in  concepts held 
in  common by Webern and Paul Valery a re  used as a p o in t  of 
re fe re n c e .
Section  1. On W hitehead 's  D iscussion  of Musical Analysis
An important cha llenge  to  the  model o u tl in e d  in  the  f i r s t  chap ter  
i s  found in  th e  w r i t in g s  o f  A lfred  North Whitehead, perhaps the  most r e ­
nowned m athem atic ian-ph llosopher of the  f i r s t  decades of the  tw e n tie th  
cen tu ry . In  the  course of a book which i s  a leng thy  ex p o s i t io n  o f  the
117
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boundaries  o f  lo g ic a l  thought, he argues th a t  sy s tem a tic  a n a ly s is  of
music I s  Im possib le .
. . . th e  a u d i t io n  gains complexity o f  s u b je c t iv e  form by 
I t s  In te g r a t io n  w ith  o th e r  f e e l in g s .  A lso , though we can 
d i s c e r n  th re e  p a t t e r n s ,  namely, the  p a t t e r n  o f  the  
[ a c o u s t i c a l l y  measureable ] datum, the  p a t t e r n  o f  em otional 
q u a l i t y ,  and th e  p a t te r n  o f  emotional i n t e n s i t y ,  we cannot 
an a ly se  e i t h e r  o f  the  l a t t e r  p a t te r n s  in  complete s e p a ra t io n  
e i t h e r  from the  p a t t e r n  of the datum or from each o th e r .
This conclusion  seems to  be a consequence o f th e  prem ises which
Whitehead assumes to  be c a te g o r ic a l  fo r  a l l  sy s tem a tic  thought.
These prem ises a re  now shown to  d i f f e r  from those  o u t l in e d  in  the
f i r s t  ch ap te r  o f  the p re sen t  s tudy , and from those  im plied  in  the
second chap te r  by the  p h i lo so p h ica l  w r i t in g s  d iscu ssed  th e r e .  Space
l im i t a t i o n s  d i c t a t e  th a t  t h i s  s tudy must do Whitehead th e  i n j u s t i c e
of p re se n t in g  th e se  premises in  summary form. The prem ises which
d i f f e r  c h ie f ly  have to  do w ith  schem atiza tion  of d a ta .  I t  appears
th a t  W hitehead 's  view of schem atiza tion  i s  a defense  o f  th e  v a l i d i t y
of Newton's approach to  sc ien ce ,  based on unbiased p e rc e p t io n  r a t h e r
than  c o n c e p tu a l iz a t io n ,  c i te d  in  the  second s e c t io n  of the  second
chap te r  o f  th e  p re sen t  s tudy. He wishes to  extend t h a t  approach to
a l l  a p p l i c a t io n  o f  lo g ic .
The o b je c ts  o f  s c i e n t i f i c  s tudy a re  assumed to  p re sen t  an
appearance to  the  p e rc e iv e r  which i s  e n t i r e l y  c o n s is te n t  w ith  t h e i r
a c tu a l  form. Regardless of the  method of p e rc ep t io n  or the  p e rc e iv e r ,
t h e i r  b oundaries ,  i n t e r n a l  c o n f ig u ra t io n s ,  and r e l a t i o n s h ip s  w ith
each o th e r  a re  in v a r i a n t .  The un iverse  of such o b je c t s  i s  "a tom ic ;"
t h a t  i s ,  i f  the  o b je c ts  a re  d i v i s i b l e ,  the d iv i s io n  i s  always the
same, and they  a re  composed of a f i n i t e  s e t  o f  d i s c r e t e  components
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whose sum comprises th e  whole.
This in v a r ian ce  i s  considered to  be a physica l  p ro p e r ty ,  su b jec t  
to  physica l causes or laws. One's knowledge of th ese  p ro p e r t ie s  and 
laws i s  assumed to  be ex ac t and o b je c t iv e .  Then t h i s  knowledge does 
not depend upon c o n ce p tu a l iz a t io n  of in te rp re te d  appearance, but 
apprehension of appearance which i s  i d e n t i c a l  to  the  physica l  
c h a r a c t e r i s t i c s  of the  o b je c t .  Such knowledge i s  then a lso  in v a r i a n t ,  
and i s  assumed to  be as s ta b le  as lo g ic a l  systems them selves.
This s t a b i l i t y  i s  a r ig o ro u s  c o n s t r a in t  upon the  schematic 
fu n c tio n  d iscussed  in  th e  th i r d  sec t io n  o f  the  f i r s t  chapter of the  
p resen t s tudy. Only one such fu n c tio n  can e x i s t  fo r  given d a ta ,  and 
i t  i s  a s so c ia te d  w ith  some r a t i o n a l  s t r u c tu r e  so p re c i s e ly  t h a t  one 
may say th a t  the  r a t i o n a l  s t r u c tu r e  i s  generated  by the  schematized 
d a ta .  One may then  assume th a t  the  foundation  of r a t i o n a l  systems i s  
found in  the  observable  c h a r a c t e r i s t i c s  of the  r e a l  world.
Objects which cannot be schematized unambiguously and a sso c ia te d  
w ith  r a t i o n a l  s t r u c tu r e s  in  a w e ll-d e f in ed  manner a re  not adm issib le  
to  lo g ic a l  a n a ly s i s ,  according  to  these  prem ises. In p a r t i c u l a r ,  
musical e n t i t i e s  as sounds have v a r ia n t  boundaries and components even 
w ith  regard  to  the preceived measurable b a s is  accord ing  to  the  au d i to ry  
a c u i ty  of the  l i s t e n e r .  S t r u c tu ra l  am bigu itie s  compound the  confusion. 
Even works w r i t t e n  in  commonly agreed upon forms such as sonata  a l l e g r o  
can d isp la y  th ese  a m b ig u i t ie s ;  fo r  example, i t  i s  not c le a r  whether 
the  f i r s t  theme of the  f i r s t  movement of Beethoven 's P a th e tiq u e  Sonata 
begins on the  downbeat, or on the  fo u r th  beat o f  the  f i r s t  measure 
of the e x p o s i t io n .
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A way out of t h i s  problem i s  suggested by the  e x is ten ce  of the  
measureable b a s is  of sound, the  th ree -d im ensiona l continuum 
of p i tc h ,  d u ra t io n ,  and I n t e n s i t y .  O bjects In  t h i s  b a s is  a re  ob­
j e c t i v e l y  measureable m echanically , but as Whitehead po in ts  ou t,  
t h e i r  causes cannot be d esc ribed  as a c c u ra te ly  as physica l laws can, 
nor a re  the  r e s u l t s  of hypothesized causes unambiguous. I t  a lso  
seems th a t  p e rcep tion  by mechanical means g e n e ra l ly  does not y ie ld  a 
g re a t  deal of in fo rm ation  to  a musician which helps him understand 
th e  conceptual co n f ig u ra t io n  o f  a m usical work.
Since schematized d a ta  i s  assumed to  be p re c is e ly  a sso c ia ted  
w ith  only one r a t i o n a l  s t r u c tu r e ,  only one a n a ly s is  of th a t  da ta  i s  
lo g i c a l ly  p o s s ib le .  However, even schematized musical da ta  i s  su b jec t  
to  m u lt ip le  i n t e r p r e t a t i o n s .  Then, even i f  an unambiguous method 
o f p e rcep tio n  were o b ta in a b le  fo r  music, the  r e s u l t  would s t i l l  be 
inadm issib le  to  a lo g ic a l  system.
The unique a n a ly s is  o f  the  da ta  i s  assumed to  give a complete 
knowledge o f th a t  d a ta ,  as a de term ina te  component of the  un iverse . 
Whitehead im p lie s ,  and the  lo g ic a l  p o s i t i v i s t s  s t a t e ,  th a t  no o th e r  
knowledge of the  r e a l  world i s  p o s s ib le .  That i s ,  i f  one cannot 
f in d  unambiguous means o f  d e f in in g  what one knows, one does not know. 
Since one of the  premises of the  second s e c t io n  of the  f i r s t  chapter 
was th a t  f i n a l  knowledge of a musical work i s  n e i th e r  p o ss ib le  nor 
d e s i r e a b le ,  musical a n a ly s is  cannot y ie ld  the  so r t  o f  complete knowledge 
th a t  Whitehead re q u i re s .  By im p lic a t io n ,  such a n a ly s is  can y ie ld  no 
knowledge a t  a l l .  Varying in t e r p r e t a t i o n s  of a musical work can only 
be fa lsehoods.
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With regard  to  a r t ,  Whitehead takes  the  Romantic p o s i t io n  th a t  
a c rea ted  work I s  generated by the  whole u n iv e rse ,  a fu s io n  of 
d iv in e ly  In sp ire d  co n cep tu a liza t io n  with p h y s ica l  m a n ife s ta t io n ,  
u l t im a te ly  unknowable as God and the  un iverse  in  unknowable. Since 
i t  cannot be o b je c t iv e ly  known, i t  cannot be judged accord ing  to  a 
va lue  system. I f  i t  cannot be so judged, i t  cannot be found to  be 
" t ru e "  or " f a l s e "  as a whole. Whitehead a p p a ren t ly  sees no o th e r  
m o tiva tion  fo r  a n a ly s is  of a r t .  I t  may be mentioned, in  pass in g , 
th a t  Whitehead i s  not renowned fo r  h i s  c r e a t iv e  ou tput in  the  f in e  
a r t s .
Whitehead appears  to  assume th a t  u l t im a te  t r u t h ,  rep resen ted  by 
the  t o t a l i t y  o f  p o s s ib le  thought or by God, e x i s t s  in  a p o te n t i a l l y  
lo g ic a l  sense . I f  so, he takes  on the  fundamental premise o f  the  
German i d e a l i s t s  — th a t  Nature i s  not s e l f - c o n t r a d ic to r y ,  and th a t  
r e a l i t y  i s  u l t im a te ly  r a t i o n a l ,  a lthough we may no t be ab le  to  prove 
t h a t  i t ' s  so. He d i f f e r s  from the  German i d e a l i s t s  in  t h a t  he knows 
th a t  a l l  schem atiza tions  o f  Nature do not produce lo g ic a l  r e s u l t s  of 
c o n s i s t e n t ly  f in e  q u a l i ty .
His p o s i t io n  seems to  be th a t  only the  s c i e n t i f i c a l l y  proved 
methods o f  determ in ing  lo g ic a l  systems from r e l i a b l e  d a ta  w i l l  give 
the  s tro n g  r e s u l t s  d e s i re d ,  and th a t  methods based on co n cep tu a l iz a t io n  
of d a ta  and a p p l ic a t io n  of p r e -e x is t in g  r a t i o n a l  s t r u c tu r e  a re  p e r  se 
u n r e l i a b le .  He does not seem to  admit the  p o s s i b i l i t y  th a t  
s c i e n t i f i c a l l y  proved methods may r e s t  on c o n s is te n t  a p r i o r i  
i n t e r p r e t a t i o n  of data  which may have ta u to lo g ic a l  foundation .
C e r ta in  passages in  Der Weg zur neuen Musik seem to  p a r a l l e l
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W hitehead's prem ises. This apparent s im i l a r i t y  I s  probably l a rg e ly
due to  the  common in f lu en ce  of the  mainstream of European philosophy
on both  men. I t  seems th a t  the  d ive rgen t r e s u l t  which they o b ta in
i s  la rg e ly  due to  W hitehead's adherence to  the  a b s o lu t i s t  foundations
of s c i e n t i f i c  method as o u t l in e d  by Newton, Hume, and Mach, whereas
Webern's p o s i t io n  i s  c lose  to  t h a t  of the  German i d e a l i s t s  and to
2
W it tg e n s te in 's ,  which, accord ing  to  J a n lk  and Toulmin, resembles
the s c i e n t i f i c  pragmatism of Hertz and Bolzmann.
Webern's l e c tu re s  show th a t  he thought of music as concep tua lly
3
based r a th e r  than having f ixed  premises based on p hys ica l r e a l i t y .
The boundary between consonance and dissonance i s  e s p e c ia l ly  c i te d  as
4
conceptual r a th e r  than a b s o lu te ly  determ ined. The s h i f t  of emphasis 
from th e  p r in c ip a l  p i tc h  o f  a sound to  i t s  complex o f p i tch es  which 
compose i t s  timbre i s  a change of co n cep tu a liz a t io n .
Webern's d e f in i t i o n  o f  a motive as the  sm alles t  p a r t i c l e  o f  a 
musical id ea ,  recogn izab le  as an e n t i t y  not by i t s  own unique 
c h a r a c t e r i s t i c s ,  but only because i t  i s  rep ea ted ,  seems to  imply 
th a t  he does not th in k ,  as Whitehead does, t h a t  the d iv is io n  o f en­
t i t i e s  i s  unambiguous. Examination of Webern's music seems to  bear out 
th i s  assumption. But i f  the  universe  in  which Webern works does not
have t h i s  p roperty  of being "atomic" w ith  regard  to  i t s  phys ica l
b a s i s ,  the  lo g ic  upon which the  music depends cannot hold uniquely
w ith  r e l a t i o n  to  th a t  p h y s ica l  b a s is .  This s ta tem en t, i f  t r u e ,
uncovers a s u b s ta n t ia l  gap between Webern's musical p ra c t ic e  and many 
contemporary exp lana tions  of t h a t  p ra c t ic e .
The cause of the s t r u c t u r a l  co n f ig u ra t io n  of Webern's music,
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which in  tu rn  determ ines i t s  p h y s ica l  r e a l i z a t i o n ,  seems to  be based 
not on causes which a re  p h y s ic a l ly  determ inable  but on h is  need to  
express  ideas  which c a n ' t  be expressed any o ther way.^ These ideas 
may w ell take  lo g ic a l  form, but the  im pression given by the le c tu re s  
i s  th a t  Webern considers  music to  be a language uniquely  su i te d  to  
e x p ress  h is  id e a s .^  This s ta tem ent i s  again  a t  v a r ia n ce  w ith  many 
contemporary assumptions about Webern's s t y l e ,  but i t  i s  c o n s is te n t  
w ith  the  ideas  about language o f W ittg en s te in  and Kraus, Webern's 
Viennese contem poraries. K raus 's  ideas  of language, in  f a c t ,  a re  
d iscussed  in  the f i r s t  l e c tu re  o f  the  s e r i e s  given in  1933.^
g
Language i s  a means of p re s e n ta t io n  of id e a s .  The c o n f ig u ra t io n
o f language may r e f l e c t  n a tu ra l  laws, which, i f  adhered to ,  c l a r i f y
9
and give exp ress ive  power to  the  language. The search  fo r  these  
n a tu r a l  laws preoccupied many th in k e rs  in  the  f i r s t  decades of the 
tw e n t ie th  century  - -  Whitehead h im se lf ,  W it tg e n s te in ,  Kraus, and the 
members of the  Vienna C irc le  who took W it tg e n s te in 's  T rac ta tu s  
as  t h e i r  s t a r t i n g  p o in t .  At the  time th a t  Webern formulated h is  
mature s ty l e ,  he could have come in  con tac t w ith  some o f  these  
th in k e r s .  However, i t  seems p o ss ib le  th a t  the ideas  which prompted 
th e se  men to  search  fo r  the  foundations  o f  language may have 
prompted Webern to  re c o n s id e r  the founda tion  of music as w e ll .
The s t a b i l i t y  of mathematics as an " e t e r n a l  o b je c t"  was one o f  
th e  goals  of W hitehead's work, and much of h is  w rit ing : must be 
assessed  w ith  re sp ec t  to  h is  wish to  make t h i s  s t a b i l i t y  permanent. 
Webern assumes no such s t a b i l i t y  fo r  music, but r a th e r  shows th a t  i t  
changes in  accordance w ith  the  need f o r  express ion  of musicians.
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He seems to  th in k  th a t  h i s  s ty le  I s  the  perhaps in e v i ta b le  h i s t o r i c a l
cumulation of p ro g re s s iv e ly  s tro n g e r  means of handling  m usical m a te r ia l .
However, h i s  s ty l e  i s  no t the  f i n a l  such means, even though i t  has
a t t a in e d  r a t i o n a l  form.
According to  Jan ik  and Toulmin, the  Viennese g en e ra t io n  to  which
Webern belonged sought the  foundations of thought from a s t ro n g ,
f l e x ib l e  i n t e l l e c t u a l  base , in  a manner which was both  genera ted  and
12c o n s t r ic te d  by the so c ie ty  in  which they  found them selves. The
p reoccupation  w ith  language was perhaps suggested not only by the  la rg e
number o f  languages and d i a l e c t s  which made communication n e a r ly
im possib le ,  and by th e  constan t p re v a r ic a t io n  not only  o f th e  p re s s ,
.but a l so  by d a i l y  co n tac t  among people in  d a i l y  l i f e .  Vienna seems
to  have been a c i t y  i n  which f r e e  c o n ce p tu a l iz a t io n  was a comnonly
13played game in  a l l  human a c t io n .  The th in k e rs  and a r t i s t s  o f  Webern's
c i r c l e  were in  co n s tan t  o p p o s it io n  to  a l l  in e p t  o r ■m is lead ing  uses of
c o n c e p tu a l iz a t io n  or of language, and Webern's in s i s t e n c e  upon the
r i g h t f u l  use of language should probably be regarded in  th a t  con tex t .
Webern's g e n e ra t io n  was the  l a s t  to  re c e iv e  the  f u l l  impact of
accumulated European ph ilosophy 'and  s t r i c t  c l a s s i c a l  educa tion . A fte r
World War I ,  ed u ca tio n  in  philosophy and c la s s i c s  degenerated  sh arp ly ,
not only in  A u s tr ia  but in  o th e r  European co u n tr ie s  as w e l l .  The
post-w ar g e n e ra t io n  seems to  have been content to  b u ild  on the
founda tions  l a id  down by Webern's g en era tio n  w ithout examining them
v ery  tho rough ly . J an ik  and Toulmin show th a t  W i t tg e n s te in 's
T rac ta tu a  was m is in te rp re te d  to  serve as the  foundation  fo r  the
14Vienna C irc le  and th e  lo g ic a l  p o s i t i v i s t s .  They no te  th a t  t h i s
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t r e n d  was g e n e r a l . ^
Whitehead h im se lf  d id  no t escape t h i s  f a t e .  For many y e a r s ,  
m athem aticians seem to  have accepted cn f a i t h  the  m athematical 
fo u n d a tio n  which he and R u sse l l  Intended to  l a s t  f o r  a l l  tim e. I t  
I s  only In  the  l a s t  few decades th a t  r e c o n s id e ra t io n  o f  I t s  assumptions 
have led to  s e r io u s  challenges  to  W hitehead 's  ph ilosophy.
S im i la r ly ,  Webern's m usical ideas  have been in te r p r e te d  from 
a p o s i t i v i s t i c  s tan d p o in t  — th a t  i s ,  t h a t  music i s  only a language, 
t a u t o lo g ic a l ly  d e f in e d ;  i t s  u l t im a te  meaning i s  no t w i th in  the 
language, hence does no t e x i s t ;  th u s ,  i t s  s t r u c tu r e  i s  i t s  whole 
meaning. This s t r u c tu r e  i s  r e a l iz e d  in  a p h y s ica l  b a s i s ,  th e re fo re  
i t  can be p h y s ic a l ly  desc ribed  uniquely  accord ing  to  the  procedures 
of Whitehead. However, Whitehead shows in  th e  chap te r  accompanying 
the q u o ta t io n  c i te d  above th a t  these  procedures do not apply .
This i n t e r p r e t a t i o n  was u n fo r tu n a te ly  s treng thened  by Webern's 
i s o l a t i o n  in  Vienna b e fo re  and during  World War I I ,  and h i s  d ea th  in  
September, 1945. His only  non-musical r e b u t t a l  i s  found in  the  le c tu re s  
published  in  Der Weg zur neuen Music.. For th e  r e s t ,  he followed 
W i t tg e n s t i e n 's  maxim th a t  th a t  which cannot be sa id  can only be 
shown, by us ing  the  schematic process as a means of d isp la y in g  in  
music th a t  which cannot be expressed any o th e r  way.
S ec tio n  2. Conceptual S im i l a r i t i e s  in  the  Late W ritings  of Webern 
and W it tg e n s te in .
Although Webern and W ittg en s tien  were both  in  Vienna f o r  most 
o f  th e  period  1919-1928, i t  has no t been shown t h a t  they  had any
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co n tac t w ith  each o th e r .  There a re  sev e ra l  p o s s i b i l i t i e s  fo r  c o n ta c t :  
Adolf Loos, W it tg e n s te in 's  teach e r  in  a r c h i te c tu r e  and a f r ien d  of 
bo th , could have in troduced  them, or d iscussed  ideas of e i t h e r  w ith  
the o th e r ;  Webern, who had a s trong  i n t e r e s t  in  philosophy, could have 
read T ra c ta tu s .  which was f i r s t  submitted to  Karl Kraus, who in fluenced  
both men; W it tg e n s te in ,  who had a s trong  i n t e r e s t  in  music, could have 
heard about or a ttended  the Verein fUr p r iv a t  Musik Auffuhruneen. 
w ith  which Webern was c lo se ly  connected, perhaps a t  the  sugges tion  of 
Loos or Kraus; W ittg e n s te in  and Webern may even have d iscussed  the  
ro le  of lo g ic  in  music in  unrecorded co n v ersa tio n .^^
This period  was c r u c ia l  in  the i n t e l l e c t u a l  development of both  
men. W it tg e n s te in  seems to  have l e f t  the  p ro fe s s io n  of philosophy 
tem p o ra ri ly  during  t h i s  p e r io d ,  but he was re th in k in g  the p r in c ip le s  
of the T rac ta tu s  and form ulating  the ideas which underly  h is  l a t e r  
work. His work a f t e r  t h i s  period  shows a concern w ith  the  boundaries 
and l im i t a t i o n s  o f  the p re d ic a te  c a lc u lu s ,  i t s  schem atic  r e l a t i o n s  to  
the world, and a p reoccupation  w ith  non-numeric lo g ic a l  and lo g i c - l i k e  
s t r u c tu r e s .  During these  y e a rs ,  Webern's s ty le  developed from the  
r a th e r  i n t u i t i v e  s t ru c tu re  of opus 15 to  the d e l i b e r a t e l y  planned con­
t r o l  o f  the  m usical domain c h a r a c t e r i s t i c  of works a f t e r  opus 20.
I t  i s  the  a u th o r 's  opinion th a t  the  s t ro n g e s t  support fo r  the 
no tio n  th a t  these  men did have some co n tac t  during  the  period  of 1919- 
1928 i s  th a t  each produced s ta tem ents  about thought p rocesses  a t  a 
l a t e r  time unob ta inab le  to  the  o th e r ,  in  which in f lu en c es  of the  o th e r ' s  
l a t e  work seem to  appear. These s ta tem ents  a r e :  the  l e c tu r e s
contained in  Der Wee zur neuen Musik. given by Webern years  a f t e r
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W ittg en s te in  had l e f t  Vienna, and preserved only through a s tenographic
t r a n s c r i p t  which was not published  u n t i l  a f t e r  World War I I ;  and
W it tg e n s te in 's  Remarks on the Foundations o f  Mathematics^  and
18P h ilo so p h ica l  I n v e s t ig a t io n s .  w r i t t e n  in  England during  World War I I ,  
when i n t e l l e c t u a l  communication between England and A ustr ia  was almost 
im possib le. No d iscu ss io n  o f s e r i a l  technique published before  the end 
of World War I I  seems to  show as f in e  a p e rcep tio n  of the foundations 
and id io sy n c rac ie s  of Webern's s t y l i s t i c  o r i e n ta t io n  as W it tg e n s te in 's  
l a t t e r  works do, in  t h e i r  in v e s t ig a t io n  of the  c h a r a c t e r i s t i c s  of 
lo g ic  and language; no such d is cu ss io n  has the lo g ic a l  scrupulousness 
and b read th  of s t r u c t u r a l  in s ig h t  th a t  the  Path does, and these  
q u a l i t i e s  seem to  be more c lo s e ly  ak in  to  W i t tg e n s te in 's  thought than 
to  th a t  of any o th e r  m usician o f  Webern's c i r c l e .
I t  cannot be claimed w ithou t f u r th e r  evidence th a t  W ittg en s te in  
and Webern had any in f luence  on each o th e r .  However, the  s i m i l a r i t i e s  
between the  lo g ic a l  problems which they bo th  faced, and so lu t io n s  which 
they  found fo r  these  problems, a re  so c lose  th a t  a s tudy of the  work of 
e i t h e r  seems to  i l lu m in a te  the  work of the o th e r .  These s i m i l a r i t i e s  
a re  to  some extend the r e s u l t  of the thorough p h ilo so p h ica l  education  
which both  men had in  A ustr ia  a t  about the  same time. S t i l l ,  the most 
s t r i k in g  p a r a l l e l s  occur not in  t h e i r  acceptance of the  ph ilo so p h ica l  
t r a d i t i o n  as i t  was presen ted  in  t h e i r  youth , but in  t h e i r  r e a c t io n s  
to  i t .  Some of these  s i m i l a r i t i e s  a re  d iscussed  below.
P a r a l l e l  Passages in  the  Late W ritings
Both men faced the  q u es t io n ,  "To what e x te n t  i s  some s o r t  of log ic
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Inescapable  in  the  communication of coherent thought?" Webern r e ­
s t r i c t e d  the  q u es t io n  to  musical thought. Perhaps the  most concise 
o f  the passages In  the  Path  which a l lu d e  to  t h i s  q u es tion  I s  the 
fo llow ing :
P re s e n ta t io n  of a musical Idea : what i s  one to
understand by th a t?  The p re se n ta t io n  o f  an idea by 
means o f  n o te s .  With t h i s  ob jec t  - -  to  t r y  to  express 
an idea  — u n iv e r s a l ly  v a l id  laws a re  assumed. Every­
th in g  th a t  has happened, been s t r iv e n  f o r ,  aims a t  
f u l f i l l i n g  th ese  laws. Something I s  expressed in  
notes  — so th e re  i s  an analogy w ith  language. I f  I  
want to  communicate something, then I  immediately f ind  
i t  n ecessa ry  to  make myself i n t e l l i g i b l e .  But how do 
I  make myself I n t e l l i g i b l e ?  By express ing  myself as 
c l e a r ly  as p o s s i b l e . . . .  The h ig h es t  p r in c ip le  in  
a l l  p re s e n ta t io n  o f  an idea i s  the  law of comprehensi­
b i l i t y .  C le a r ly  t h i s  must be the supreme law.^9
A g re a t  p a r t  o f  P h ilo so p h ica l  In v e s t ig a t io n s  d e a ls  w ith  the
c h a r a c t e r i s t i c  problems a r i s in g  as a consequence of using language
as a means of p re s e n ta t io n  o f  o n e 's  thought. One fundamental
premise of the work i s  th a t  the purpose of language i s  to  express
thought. There a re  many passages c lose  to  the one c i te d  above from
Path , among which i s  the  fo llow ing : '
1.97 Thought i s  surrounded by a halo — I t s  essence , 
lo g ic ,  p re sen ts  an o rd e r ,  in  f a c t  the  a p r i o r i  o rder 
o f  th e  world: th a t  i s ,  th e  order of p o s s i b i l i t i e s .
which must be common to  both  the  world and thought.
But t h i s  o rd e r ,  i t  seems, must be u t t e r l y  s im ple . I t  
i s  p r io r  to  a l l  experience , must run through a l l  
ex p er ien ce ;  no em pir ica l  c loudiness or u n c e r ta n i ty  can 
be allowed to  a f f e c t  i t  — I t  must r a th e r  be of the 
p u re s t  c r y s t a l  . . . .
We a re  under the  i l l u s i o n  th a t  what i s  p e c u l ia r ,  
profound, e s s e n t i a l  in  our in v e s t ig a t io n ,  r e s id e s  in  
i t s  t r y in g  to  grasp the  incomparable essence of 
language. . . .  we a re  not s t r i v in g  a f t e r  a n ' i d e a l ,  as 
i f  our o rd in a ry  vague .sentences had not got a 
q u i te  unexcep tional sense , and a p e r fe c t  language 
awaited c o n s tru c t io n  by us. - - O n  the o th e r  hand, i t  
seems c le a r  th a t  where th e re  i s  srnse  th e re  must be 
p e r f e c t  o rd e r .
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Webern d iscu sses  the  n e c e s s i ty  of using music as language:
There must have been a need, some underly ing  n e c e s s i ty ,  
fo r  what we c a l l  music to  have a r i s e n .  What n e ce ss i ty ?
To say something . . . ; to  express an idea th a t  c a n ' t  be 
expressed In  any way bu t sound. . . . [Music! t r i e s  to  t e l l  
people something, by means of n o te s ,  th a t  c o u ld n 't  be 
sa id  In  any o th e r  way. In th i s  sense music I s  a 
lan g u ag e .**
W ittgens te in  uses m usical s t ru c tu re  as an example o f  a non-verbal 
c o n s tru c t io n  which has some of the  c h a r a c t e r i s t i c s  of a language.
1.527 Understanding a sentence I s  much more ak in  to  
understanding  a theme In music than one may th in k .  I  
mean th a t  understanding  a J.ing4stlc  phrase l i e s  n ea re r  
than one th inks  to  what I s  o rd in a r i ly  c a l led  under­
s tand ing  a m usical theme. Why Is  j u s t  t h i s  the  p a t te r n  
of v a r i a t i o n  In  loudness and tempo? One would l ik e  to  
say "Because I  know what I t ' s  a l l  ab o u t ."  But what Is  
i t  a l l  about? I  should not be ab le  to  say ( I . e . ,  
v e r b a l i z e ) .  In  o rd e r  to  exp la in  I  could only compare I t  
w ith  something e l s e  which has the  same rhythm ( I  mean 
the  same p a t te rn )  . . . .
1.528 I t  would be p o ss ib le  to  Imagine people who had 
something not q u i te  un like  a language: a p lay  of 
sounds, w ithout vocabulary  or grammar . . . .
1.529 "But what would the  meaning o f the sounds be in  
such a case?" — What i s  i t  in  music? Though I  d o n ' t
a t  a l l  wish to  say th a t  th i s  language of a p lay of
sounds would have to  be compared w ith  m usic .22
The idea th a t  a r t ,  the  product of man as a p a r t  of Nature as a
whole, i s  b u i l t  on laws o f Nature i s  G oethe 's . Both men a re  in tr ig u e d
by the idea , but re fu se  to  take t r a d i t i o n a l  i n t e r p r e t a t i o n s  of these
laws as f i n a l .  W ittg en s te in  w r i te s :  '
I l . x i i  I f  the  form ation of concepts can be explained by 
f a c t s  o f  n a tu re ,  should we not be i n t e r e s t e d ,  not in  
grammar, but r a th e r  in  th a t  in  n a tu re  which i s  the  b a s is  
of grammar? - -  Our i n t e r e s t  c e r ta in ly  inc ludes  the 
correspondence between concepts and very  genera l f a c t s  
of n a tu re -  . . .  i f  anyone b e l ie v es  th a t  c e r t a in  concepts 
a re  a b so lu te ly  the  c o r re c t  ones, and th a t  having d i f f e r e n t  
ones would mean not r e a l i z i n g  something th a t  we r e a l i z e  — 
then l e t  him imagine c e r t a in  very  genera l  f a c t s  o f  na tu re  
to  be d i f f e r e n t  from what we a re  used to ,  and the fe rm en ta tion
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
130
of concepts d i f f e r e n t  from the  usual ones w i l l  become 
I n t e l l i g i b l e  to  him.
Compare a concept w ith  a s ty le  o f  p a in t in g .  For Is  
even our s ty le  o f  p a in t in g  a r b i t r a r y ?  Can we choose one 
a t  p leasu re?  (The E gyptian , fo r  In s ta n c e . )  Is  I t  a 
mere question  of p lea s in g  and u g ly ?23
Perhaps the  most Im portant q u es t io n  d iscussed  In the Path I s  the 
v a l i d i t y  of the replacement o f  t o n a l i t y  by the tw elve-tone technique. 
Webern's argument i s  based on a t r a i n  of thought s im i la r  to  th a t  c i te d  
above, which may be due to  Loos r a th e r  than to  e i t h e r  Webern or 
W ittg en s te in .  The n a tu ra l  c h a r a c t e r i s t i c s  of the  overtone s e r ie s  a re  
sa id  to  generate  major and minor chords, which in  tu rn  form the  b a s is  
fo r  t r a d i t i o n a l  tona l system. This system i s  r e l a t e d  d i r e c t l y  to  
music i t s e l f ,  which i s  an a p p l ic a t io n  of language. The n a tu ra l  
laws of u n ity  and co m p reh en s ib i l i ty ,  however, a re  in h e ren t  in  the 
form of language i t s e l f ,  and thus take  precedence over the  n a tu ra l  
laws based on the overtone s e r i e s .  By recogn iz ing  t h i s  precedence, 
the  composer can p o s tu la te  the  ex is ten c e  and express ion  of more 
powerful musical ideas than  fo rm erly .
In  t h i s  musical m a te r ia l  new laws have come in to  
fo rce  th a t  have made i t  im possible  to  d e sc r ib e  a piece 
as in  one key o r a n o th er .  ^
To W ittg en s te in ,  the  consequence of superseding  previous 
o rg a n iz a t io n a l  s t r u c tu r e s  i s  not t r i v i a l .  In the midst o f  a sec t io n  
in  which he examines a p o s s ib le  correspondence between music and 
mathematics, th e re  i s  a passage which might almost be a re c o l le c te d  
conversa tion .
11.77 I  have invented a game — r e a l i z e  t h a t  whoever 
begins must always win: . s o  i t  i s n ' t  a game. I  a l t e r  
i t ;  now i t  i s  a l l  r i g h t .
That i s  to  say, the  p lay er  should not be assured  of winning. An
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analogous s i t u a t i o n  in  composition might be t h a t ,  i f  one composed in  
a g iven  s t y l e ,  the  requirem ents  of the s ty le  should n o t be so s t r i c t  
t h a t  the  outcome o f  the  composition i s  a u to m a tic a l ly  determ ined . The 
passage c o n t in u e s :
Did I  make an experiment, whose r e s u l t  was t h a t  whoever 
beg ins  must always win? Or th a t  we a re  in c l in e d  to  p lay  
in  such a way th a t  t h i s  happens? No - -  But the  r e s u l t  was 
n o t  what you would have expectedi 0 : course n o t ;  bu t th a t  
does no t make the  game in to  an experim ent . ^
In  the  con tex t o f  the  Remarks, one experim ents when he performs an
a c t io n  w ith  no idea  as  to  how i t  w i l l  tu rn  o u t .  When one performs
an a c t io n  w i th in  a lo g ic a l  system, he i s  ab le  to  p r e d ic t  the  outcome
of t h a t  a c t io n  i f  he understands the  system p ro p e r ly .  But what i f  the
system i t s e l f  changes, as i t  has done many tim es in  the  h i s to r y  of
music, accord ing  to  the  P a th ? W ittg en s te in  says :
But what does i t  mean not to  know why i t  always has to  
work ou t l i k e  th a t?  Well, i t  i s  because of th e  r u l e s .  - -  
I  want to  know how I  must a l t e r  the  ru le s  in  o rd e r  to  g e t  
a p roper game. — But you can e .g .  a l t e r  them e n t i r e l y  — 
and so give a q u i te  d i f f e r e n t  game in  p lace  of t h i s  one. —
But t h a t  i s  not what I  want. I  want to  keep the genera l  
o u t l in e  o f the  r u l e s  and only e l im in a te  the m is take . - -  
But t h a t  i s  vague. I t  i s  now simply not c le a r  what i s  to  
be considered  as th e  m istake.
Webern would have r e p l i e d ,  accord ing  to  s e v e ra l  passages in  the  le c -
t u r e s j  th a t  whatever i n t e r f e r e s  w ith  u n i ty  and c o m p reh en s ib i l i ty
should be considered  as a m istake, and th a t  music h i s t o r y  can
be viewed as a p ro g re s s iv e ly  f irm er g rasp  of those  two p r in c ip le s
as s t r u c tu r e - g e n e r a t in g  components. S e r ia l  technique i s  not the
f i n a l  s ta g e ;  " I t ' s  f o r  a l a t e r  period to  d isco v e r  the  c lo se r
28u n ify in g  laws t h a t  a re  a lre ad y  p resen t in  the works them selves ."  
W it tg e n s te in  co n tin u es :
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I t  I s  almost l ik e  when one says: what i s  the  mistake
In  t h i s  p iece  o f  music? I t  d o e s n ' t  sound w ell  on the  
In s tru m en ts .  — Now the  mistake I s  not n e c e s s a r i ly  to  be 
looked f o r  In  the  In s tru m e n ta t io n ;  I t  could be looked fo r  
In  the  themes.
Let us suppose, however, th a t  the  game I s  such th a t  
whoever begins can always win by a p a r t i c u l a r  simple 
t r i c k .  But t h i s  has no t been r e a l i z e d ;  — so I t  l a  a 
game. Now someone <&aws our a t t e n t i o n  to  I t ;  — and I t  
s tops  being  a game.
The "sim ple t r i c k , "  as f a r  as the  to n a l  system was concerned,
was the  p o s s i b i l i t y  o f  f r e e  modulation. " I  can e x p lo i t  the  double
meaning o f a l l  those  chords so as to  move elsewhere as f a s t  as p o s s ib le .
In  f a c t  th e re  was no longer any reason  to  r e tu r n  to  the  b a s ic  key,
30and th a t  meant the  end of t o n a l i t y . "  For the  j u s t i f i c a t i o n  of 
t o n a l i t y  was th a t  the  b a s ic  key provided the  fundamental u n i ty  of
the  com position ; " t o n a l i t y  . . . was an unprecedented means of
shaping form, o f  producing u n i ty .  What d id  t h i s  u n i ty  c o n s is t  of?
31Of the  f a c t  th a t  a p iece  was w r i t t e n  in  a c e r t a in  k ey ."  But
when f r e e  modulation negated the  u n ify in g  fo rce  o f  the  p r in c ip a l  key,
32"something had to  come and r e s to r e  o r d e r ."
T o n a l i ty  i s  then  abandoned as a u n ify in g  fo rc e ,  no t because i t  
has no v a l i d i t y  or u s e fu ln e s s ,  but because more powerful u n ify ing  
fo rce s  supersede i t .  W ittg en s te in  c o n t in u es : '
What tu rn  can I  g ive t h i s ,  to  make i t  c le a r  to  
myself? — For I  want to  say: "and i t  s tops  being a 
game" - -  n o t :  "and we now see th a t  i t  w a sn 't  a game."
That means, I  want to  say, i t  can a lso  be taken l ik e  
t h i s :  the  o th e r  man d id  not draw our a t t e n t i o n  to  any­
th in g :  he taugh t us a d i f f e r e n t  game in  p lace  of our
own. — But how can the  new game have made the old one 
o b so le te?  — We now see something d i f f e r e n t ,  and can no 
longer n a iv e ly  go on p l a y i n g . ^
Webern sums up h is  fdeas  on t o n a l i t y  th u s :
The r e l a t io n s h ip  to  a keynote gave these  s t r u c tu r e s  an
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e s s e n t i a l  foundation . I t  helped to  bu ild  t h e i r  form, In 
a c e r t a in  sense I t  ensured u n i ty .  This r e l a t io n s h ip  to  a 
keynote was the  essence of t o n a l i t y .  As a r e s u l t  [ o f  
f r e e  modulation and expansion o f to n a l  r e l a t i o n s h ip ] '
. . . t h i s  r e l a t io n s h ip  f i r s t  became le s s  necessa ry  and 
f i n a l l y  d isappeared  com pletely . A c e r t a in  ambiguity on 
the  p a r t  of a la rg e  number o f  chords made t t  superf luous .
And s ince  sound I s  n a tu ra l  law as r e l a t e d  to  the  sense of 
h ea r in g ,  and th ings  have happened th a t  were not th e re  in  
e a r l i e r  c e n tu r ie s ,  and s in ce  r e l a t io n s h ip s  have dropped 
out w ithout offend ing  the  e a r ,  o th e r  r u le s  of o rder must 
have developed . . • • double gender has g iven r i s e  to  a 
h igher race ." '34
One of the  le c tu re s  In  the  Path re v e a ls  th a t  the  e a r ly  e f f o r t s
o f  Webern and h is  co lleagues  to  form th ese  new ru le s  of o rder were
35"ex p e r im en ta l ."  However, the  adoption  o f  s e r i a l  technique Im plies  a
conscious s t r u c tu r in g  o f a new "game.," in  the  a u th o r 's  opin ion , by
i t s  m usica lly  unprecedented r i g o r .  I t  i s  extrem ely d i f f i c u l t ,  i f
no t im possib le ,  to  say th a t  a given m usical work i s  or i s  not
r ig o r o u s ly  to n a l  because of the  v a r ie d  i n t e r p r e t a t i o n s  th a t  e x i s t
o f  t o n a l i t y ,  even among t h e o r i s t s .  But one can say w ithout f e a r  of
c o n t ra d ic t io n  th a t  a given work i s  or i s  not tw elve-tone  s e r i a l ,  even
in  th e  group o f  works which perhaps d is p la y  the  g r e a te s t  c o n t in u i ty
between n o n -s e r ia l  and s e r i a l  techn ique : Webern's opera 15-17.
Webern and h i s  fo llow er Leibowitz i n s i s t  th a t  the  twelvA-tone
36technique i s  s t ro n g ly  r e la te d  to  the p a s t .  N ev erth e le ss ,  the
composer must e n te r  the realm  of s e r i a l  technique  through a conscious
37acceptance of i t s  consequences. In  the  l e c t u r e s ,  a somewhat analogous 
s i t u a t i o n  i s  p ic tu re d :  the  in t ro d u c t io n  o f  an a d d i t io n a l  p a r t  to
monophony. "The f i r s t  person who had t h i s  idea — perhaps he passed 
s le e p le s s  n ig h ts  - -  he knew: i t  must be so.' . . . ab so lu te  n e c e s s i ty  
compelled a c re a t iv e  mind; he c o u ld n 't  manage w ithout . . . one p a r t
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38c o u ld n 't  express  the  Idea any lo n g e r ."  And In t h i s  way a d i s ­
c o n t in u i ty  w ith  th e  game o f the  pas t  I s  reached , a lthough  remnants 
o f  th e  old game may appear in  the  new game.
I f  a musical work i s  to n a l ,  a given note has a d e f i n i t e  r e l a t i o n ­
ship  to  any o th e r  no te  which may occur, defined  by the  un ify ing  
fo rce  of key. Free modulation im plies t h a t  t h i s  r e l a t i o n s h ip  i s  
ambiguous. But i f  t h i s  r e la t io n s h ip  can be ambiguous, the  n a tu r a l  
law of the  overtone s e r i e s  i s  no t s u f f i c i e n t  to  determ ine the  
r e l a t i o n s h ip ,  or key s t r u c tu r e  as a whole. Then t o n a l i t y  as a 
t h e o r e t i c a l  system must be, a t  l e a s t  in  p a r t ,  conceptual r a th e r  than 
a wholly n a tu r a l  phenomenon.
W it tg e n s te in  shows a f ig u re  of an animal head which can be 
in te r p r e te d  as e i t h e r  a duck w ith  a long b i l l  or a r a b b i t  w ith  long
e a r s ,  and p o in ts  out t h a t  the  f ig u re  has meaning on ly  through o n e 's
39i n t e r p r e t a t i o n  o f  i t .  He then shows a more a b s t r a c t  f ig u r e ,  and
shows t h a t  the  re c o g n i t io n  of va rious  a sp ec ts  of i t  a l s o  occur a t  
40w i l l .  He comments:
One kind o f a sp ec t  might be ca l led  'a s p e c ts  of 
o r g a n i z a t i o n . ' When the  aspec t changes p a r t s  o f  the 
p ic tu r e  go to g e th e r  which before  did not . . . .
"Now h e ' s  see ing  i t  l ik e  t h i s . " "Now l ik e  th a t"  
would only be sa id  of someone capable of making c e r t a in  
a p p l ic a t io n s  o f  the f ig u re  q u ite  f r e e ly .
The substra tum  of t h i s  experience is  the  m astery 
a technique . . . .
Such a concept [ i . e . ,  means of perception.] would 
be comparable w ith  'm ajo r ' and 'm inor ' which c e r t a in l y  
have em otional v a lu e ,  but can a ls o  be used p u re ly  to  
d e sc r ib e  a perceived  s t r u c tu r e . ^
W it tg e n s te in 's  usage o f  the  word a sp ec t  d i f f e r s  from the 
accepted usage o f  the  word parameter. A parameter i s  a measure
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o£ the physica l  c h a r a c t e r i s t i c s  of a phenomenon In  a d i r e c t io n  
determined a p r i o r i ;  whereas
The concept of an a sp ec t  Is  ak in  to  the concept o f  an 
Image. In o the r words: the  concept ' I  am now seeing I t
as . . . 1 Is  ak in  to  '1  am now having t h i s  Im age.'
D oesn 't  I t  take Im agination to  hear something as a 
v a r i a t i o n  on a p a r t i c u l a r  theme? And y e t  one I s  pe rce iv ing  
something in  so hearing  . . . .
Seeing an a spec t and imagining a re  su b jec t  to  the 
w i l l .  There i s  such an o rder  as "Image t h i s . " and a ls o :
"Now see tfye, f ig u re  l ik e  t h i s but  now: "Now see th i s
l e a f  green.
"Now see the  f ig u re  l ik e  t h i s "  could be expanded as "Conceptualize
the given phenomenon by a s s o c ia t in g  i t  w ith  th i s  image,” whereas
"Now see t h i s  l e a f  green" would imply " D is to r t  your pe rcep tio n  of
an o b je c t iv e ly  measurable parameter to  coincide w ith  your su b jec t iv e
e x p ec ta t io n  of i t s  v a lu e ."
Webern a s s e r t s ,  "Music i s  n a tu ra l  law as r e la te d  to  the  sense 
43of h e a r in g ."  The a c o u s t ic a l  r e s u l t  of sounding two or more p itches  
to g e th e r  i s  o b je c t iv e ly  measureable; and i f  music i s  n a tu ra l  law, i t  
might seem th a t  t h i s  r e s u l t  must be t r e a te d  as a parameter r a th e r  
than an a sp ec t .  I f  so, "Now hear t h i s  i n t e r v a l  as consonant" would 
be a meaningless s ta tem ent. Webern i s  c a re fu l  to  ex p la in  h is  so lu t io n  
to  t h i s  problem.
The overtone s e r ie s  must be regarded a s ,  p r a c t i c a l l y  
speaking, i n f i n i t e .  Ever s u b t le r  d i f f e r e n t i a t i o n s  can be 
imagined . . . ; the  only q u es t io n  i s  whether the p resen t 
time i s  ye t  r ip e  fo r  them. But the  path  i s  wholly v a l id ,  
l a id  down by the na tu re  of sound. . . . Dissonance i s  only 
ano ther s tep  up the s c a le ,  which goes on developing fu r th e r  
[By s c a le ,  he here  means overtone s e r ie s  3* • • • But any­
one who assumes th a t  t h e r e 's  an e s s e n t i a l  d if f e re n c e  between 
consonance and dissonance i s  wrong, because the e n t i r e  realm 
of p o ss ib le  sounds in  contained w ith in  the  notes th a t  na ture  
provides - -  and t h a t ' s  how th in g s  have happened. But the 
way one looks a t  i t  i s  most i m p o r t a n t . ^
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Although th e  a c o u s t ic a l  r e s u l t  of sounding two o r more d i f f e r e n t  
p i tc h e s  to g e th e r  I s  o b je c t iv e ly  m easureable, the  I n te r p r e ta t io n  of 
t h i s  r e s u l t  Is  n o t;  then  consonance, which g ives the  to n a l system 
much o f i t s  coherence, Is  a t  l e a s t  In  p a r t  a c o n ce p tu a liz a t io n .
I t  I s  p a r t  of a language-game, and th e re fo re  su b jec t  to  h igher 
c o n c e p tu a l iz a t io n s ,  I f  they e x i s t .
The re c o g n i t io n  o f  v a r i a t i o n ,  accord ing  to  W ittg en s te in ,  i s  
a l s o  a co n cep tu a l iz a t io n .
D oesn 't i t  take  im agination to  hear something as  a 
v a r i a t i o n  on a p a r t i c u l a r  theme? And y e t  one i s  p e r­
ce iv ing  something in  so hearing  . . . .
Take a theme l ik e  th a t  of Haydn's (S t .  Antony 
Chorale) — take  the p a r t  o f  one o f  Brahms' v a r i a t io n s  
corresponding to  the  f i r s t  p a r t  o f the  theme, and s e t  the 
ta sk  of c o n s tru c tin g  the  second p a r t  of the  v a r i a t i o n  
in  the  s ty le  of i t s  f i r s t  p a r t .  That i s  a problem of the 
same kind as mathematical problems a re  [ i n  an accompanying 
no te ,  W ittg en s te in  s t i p u l a t e s ,  th a t  i s ,  a problem w ith in  
a proof-system , su b jec t  to  c o n t r a d ic t io n ] .  I f  the  so lu t io n  
i s  found, say as Brahms g ives  i t ,  then  one has no doubt; - -  
t h a t  i s  the  s o lu t io n .
We a re  agreed on t h i s  ro u te .  And y e t ,  i t  i s  obvious 
here  t h a t  th e re  may e a s i l y  be d i f f e r e n t  r o u te s ,  on each of which 
we can be in  agreement, each of which we might c a l l  c o n s is te n t .
Webern reg a rd s  the  v a r i a t i o n  technique as one o f  the primary
ways o f  ach iev ing  u n i ty  through r e p e t i t i o n ,  and conside rs  i t  a
46fu n c t io n  o f the  s t r u c tu r a l  domain chosen. The f o r ty - e ig h t  row forma
47derived from the  o r ig in a l  row form a re  considered v a r i a n t s  of i t ,  
w ith  equal s t r u c tu r a l  importance; th a t  i s ,  i t  i s  im m aterial which 
of them i s ' t h e  o r ig in a l  row form chosen to  genera te  the  work, because 
t h e i r  in t e r r e l a t i o n s h ip s  remain in v a r ia n t  under g lo b a l  opera tions  of 
re t ro g ra d e ,  t r a n s p o s i t io n ,  and in v e rs io n .  W it tg e n s te in  seems to  argue 
t h i s  e q u a l i ty  of row forms by claim ing th a t  in v e rs io n  and re tro g rad e
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
137
are  not simple changes of o rder.
Can one row of l e t t e r s  have two reverses?
Say one a c o u s t ic ,  and an o th er ,  o p t i c a l ,  r e v e r se .
Suppose I  e x p la in  to  someone what the rev e rse  of a 
word on paper I s ,  what we c a l l  t h a t .  And now i t  tu rn s  
out t h a t  he has an a c o u s t ic  rev e rse  o f  the word, I . e . ,  
something th a t  he would l ik e  to  c a l l  t h a t ,  but I t  does 
not q u i te  agree w ith  the  w r i t t e n  re v e rse .  So th a t  one 
can say ; he h ea rs  t h i s  as the  rev e rse  of the  word. As 
i f ,  as  i t  were, the  word got d i s to r t e d  fo r  him in  being 
turned round. And t h i s  might perhaps occur i f  he 
pronounced the word and i t s  reverse  f lu e n t ly ,  as opposed
to  the  case o f  s p e l l in g  i t  ou t.  Or the  rev e rse  might
seem d i f f e r e n t  when he spoke the word forwards and back­
wards in  a s in g le  u t te ra n c e .
I t  might be th a t  the  exact m irror-im age of a p r o f i l e ,  
seen immediately a f t e r  i t ,  was never pronounced to  the  
same th in g ,  merely turned in  the o th e r  d i r e c t io n  . . . .
But I  want to  say th a t  . . .  we know th a t  the  word 
has only one re v e rse .
"Yes, bu t i f  i t  i s  supposed to  be a re v e rse  in  
t h i s  sense th e re  can be only one."  Does ' i n  t h i s  sen se '
here  mean: by th ese  r u l e s ,  or w ith  t h i s  physiognomy?
In  the  f i r s t  case the  p ro p o s it io n  W^uld be t a u to lo g ic a l ,  
in  the  second i t  need not be t ru e .
Webern does not say th a t  the  f o r ty - e ig h t  row forms have e q u a l i ty  ex­
cep t w ith  regard  to  p i tc h  o rder in  the con tex t o f  the  music. I t  
seems to  the  au tho r  t h a t  such a statem ent would imply t h a t  the 
o p t ic a l  and a c o u s t ic a l  p ro p e r t ie s  of the  row were i d e n t i c a l  in  
p r a c t i c e . I f  so , Webern's use of the row would imply a s y n th e t ic  
s t r u c tu r e  which would have l i t t l e  or no r e l a t i o n  to  the  through- 
composed or polyphonic forms o f the p a s t .  Yet Webern's purpose i s  
not to  b u ild  such a s y n th e t ic  s t ru c tu re .
. . . t h i s  i s  music (mine) t h a t ' s  in  f a c t  based ju s t  as 
much on the  laws achieved by musical p re s e n ta t io n  a f t e r  
the  N e th e r la n d e rs ; th a t  d o e sn ' t  r e j e c t  the  development 
th a t  came then , but t r i e s  on the  con tra ry  to  con tinue  i t  
in to  the  f u tu r e ,  and d o e s n ' t  aim to  r e tu rn  to  the  p a s t .
What kind o f  s t y l e , then? . . . b u ild in g  a t o n a l i t y ,  
but one th a t  uses the  p o s s i b i l i t i e s  o ffe red  by the  n a tu re  
o f  sould in  a d i f f e r e n t  way, namely on the b a s is  of a
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system th a t  does " r e l a t e  only  to  each o th e r"  (as  Arnold 
has put i t )  the  12 d i f f e r e n t  no tes  customary In Western
music up to  now, but d o e s n ' t  on th a t  account (1 should
add to  c l a r i f y  th in g s )  Ignore the  r u le s  of o rder  provided 
by the na tu re  o f  sound . . .  . .
His purpose, I t  seems to  the  a u th o r ,  I s  to  l e t  the  s t r u c tu r e  generate
or a s s i s t  In gen era t in g  music.
The row forms a re  c a l le d  "kinds of v a r i a t i o n , " ^ 0 and v a r i a t i o n  i s
51equated w ith  the process of metamorphosis. In metamorphosis, the 
e n t i t y  va r ied  r e t a in s  i t s  i d e n t i t y ,  b u t i t s  shape i s  changed. As th e re  
i s  an i n f i n i t y  of p la n ts  generated  by t  he p rocess  o f  metamorphosis ( a t
l e a s t  w ith in  Goethe |s  concept of i t ) ,  an i n f i n i t y  of v a r i a t io n s  of a
m usical idea are  p o ss ib le  by the  same p ro cess .  I f  re t ro g ra d e  and in ­
v e rs io n  a re  means of metamorphosis r a t h e r  than o p e ra t io n s  e x i s t in g  
only w ith in  a sy n th e t ic  s t r u c tu r e ,  t h e i r  r e s u l t s  may w ell d i f f e r ,  
a c o u s t i c a l ly ,  from the o r ig i n a l  row form in  o th e r  r e s p e c ts  than p i tc h  
o rd e r .
A somewhat analogous s i t u a t i o n  of dual a n a ly s is  occurs in  the 
to n a l  system. When one co n sid e rs  the a c o u s t ic a l  p ro p e r t ie s  of the 
p i tc h  complex generated when two o r more sounds occur to g e th e r ,  i t  makes 
a considerab le  d i f f e r e n c e  whether th e se  sounds a re  taken to  c o n s is t  
on ly  o f  the  p r in c ip a l  p i tc h e s  (w ithou t accompanying p a r t l a l s ) ,  as i s  
done in  most to n a l a n a ly s is  and hypo thesiz ing  about t o n a l i t y  as a 
s t r u c t u r e ;  or whether these  sounds a re  themselves complexes of over­
to n e s ,  as they u su a lly  a re  in  the  course of performed music. In the 
f i r s t  case , i t  would be a s im pler m a tte r  to  draw a d i s t i n c t i o n  between 
consonance and d issonance; in  the  second, i t  would not be, because of 
the p o s s i b i l i t y  of d issonances generated  by overtones ( fo r  example,
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th e  overtones of b e l l s ) .  And y e t  I t  i s  p o ss ib le  to  d esc r ib e  systems o f 
t o n a l i t y  c o n s i s te n t ly  and m eaningfully  by adhering  to  the  f i r s t  case . 
W ittg en s te in  c o n t in u e s : '
51. Think of a machine which ' i s  so c o n s t ru c te d 1 th a t  
i t  r e v e rse s  a row of l e t t e r s .  And now of the p ro p o s i t io n  
th a t  i s  the  case of
A B E R (German o r ig i n a l )  O V E R  (E nglish  adap tion) 
th e  r e s u l t  i s
R E B A  R E V O .
The r u l e ,  as i t  i s  a c tu a l ly  meant, seems to  be a 
d r iv in g  power which re v e rse s  an id e a l  sequence l ik e  
t h i s . — whatever a human being  may do w ith  an a c tu a l  
sequence.
A more ex ten s iv e  rebus , SATOR AREPO TENET OPERA ROTAS, was in  f a c t
used by Webern as a n o ta t io n a l  convenience when he in v e s t ig a te d  the
i n t e r r e l a t i o n s h i p s  among the row forms used in  h i s  Concerto, opus 24.
He pu t the  row in  a m usical con tex t b e fo re  c a s t in g  i t  in  i t s  f i n a l
form; however, h is  f i n a l  choice was determined by the  i n t e r r e l a t i o n s h i p s
53i t  generated  under s t r i c t  a p p l ic a t io n s  of in v e rs io n  and re t ro g ra d e .
W it tg en s te in  c o n t in u e s :
This i s  the  mechanism which i s  the  y a rd s t ic k ,  the 
i d e a l ,  fo r  the  a c tu a l  mechanism.
And th a t  i s  i n t e l l i g i b l e . For i f  the  r e s u l t  of the 
r e v e r s a l  becomes the c r i t e r i o n  f o r  the  row 's  r e a l l y  
having been rev e rse d ,  and i f  we express  t h i s  as our 
im i ta t in g  an id e a l  machine, t h e ^ t h i s  machine must 
produce th i s  r e s u l t  i n f a l l i b l y .
Webern quoted HBlderlin  th u s :
"Again, o th e r  works lack  i n f a l l i b i l i t y , compared w ith  
those  of the Greeks; a t  l e a s t  u n t i l  now th e y 'v e  been 
judged by the im pressions they make, r a th e r  than by 
t h e i r  ordered ca lcu lu s  and a l l  the  o th e r  procedures by 
which beauty i s  produced. " Need I  even say why I  was 
so s t ru c k  by the passage?"*-*
In the  a u th o r 's  op in ion , the key words in  the  above passage a re  not
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"judged . . .  by t h e i r  ordered c a lc u lu s"  but "judged . . .  by t h e i r
o rdered ca lc u lu s  and a l l  the o th e r  procedures by which beauty  i s
produced ."  Webern's music i s  not b e a u t i f u l  because s e r i a l  techn ique,
as he uses i t ,  i s  a s t r i c t  lo g ic a l  c a lc u lu s .  I t  i s ,  r a th e r ,  b e a u t i fu l
because t h i s  technique produces beauty when Webern uses i t  as a means
of s t r u c t u r a l  o rg a n iz a t io n .  The ca lcu lu s  i s  meaningful only in  the
c on tex t of sound; but then , so i s  the  to n a l  system. W ittg en s te in
w ro te , "Only in  the  stream of thought and l i f e  do words [ t h a t  i s ,
language-components’] have meaning.
W it tg e n s te in  i s  wary of f a c i l e  s o lu t io n s  to  p h i lo so p h ic a l  q u es t io n s ,
and c o n t in u a l ly  searches  fo r  im portant concepts overlooked by accep ting  
57such s o lu t io n s .  Webern adopts a s im i la r  v iew poin t:
Here i s  Karl Kraus: "The p r a c t i c a l  a p p l ic a t io n  of the
th e o ry ,  which a f f e c t s  both language and speech, would never 
be th a t  he who le a rn s  to  speak should a l s o  le a rn  the  
language, bu t th a t  he should approach a g rasp  of the  word-shape 
[co rrespond ing  to  W it tg e n s te in 's  "aspect? '. '] ,  and w ith  i t  the  
sphere whose r ic h e s  l i e  beyond what i s  ta n g ib ly  u s e fu l .  . . .
I t  i s  b e t t e r  to  dream of plumbing the  r i d d l e s  behind her
r u l e s ,  the  p lans behind her p i t f a l l s ,  th a t  o f  commanding
h e r .................To teach  people to  see chasms in  tru ism s - -  th a t
would be the  t e a c h e r 's  duty toward a s in f u l  g e n e ra t io n ."
S ec tion  3. Conclusion
The a p p l ic a t io n  of lo g ic a l  models to  concre te  s i t u a t i o n s  i s  a
d e l i c a t e  and p e r i lo u s  undertak ing  even f o r  persons s k i l l e d  in  lo g ic .
A complete theo ry  of a p p l ic a t io n s  of t h i s  n a tu re  i s  f a r  beyond the 
scope of t h i s  s tudy . The d iscu ss io n s  above a re  only concerned w ith  
th e  p o s s ib le  dangers and advantages which could in f lu en ce  the 
fo rm u la t io n  of such a theory  in  the s p e c i f i c  con tex t of musical 
a n a ly s i s .
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Why should persons whose p r in c ip a l  concern Is  the a r t s  even 
consider becoming Involved In  such an I n t r i c a t e  and p o s s ib ly  hazardous 
a rea?  Before t h i s  cen tu ry , c r i t i c i s m  of the  a r t s  u su a l ly  contented 
I t s e l f  w ith  the  d e s c r ip t io n  of concrete  examples. Models which were 
a b s t ra c te d  from these  examples, such as fixed  l i t e r a r y  and m usical 
forms, were f o r  the most p a r t  made e x p l i c i t  only by constan t 
re fe re n ce  to  the  works from which they were drawn. Such c r i t i c i s m  
Is  s t i l l  p o s s ib le ,  and I t s  v a l i d i t y  u su a l ly  Is  not questioned . How­
ever ,  I t s  r e s u l t s  a p p a ren t ly  do not s a t i s f y  many persons who are  
p re s e n t ly  a c t iv e  In  the  a r t s .
The tw e n t ie th  cen tu ry  has seen a tremendous expansion of the 
a r t s ,  which has been c h a rac te r iz ed  by a n n ih i la t io n  and r e d e f in i t i o n  
of former p rocedures , by an unprecedented I n s l s t ln c e  th a t  every  
a r t i s t  must do b a t t l e  a t  th e  very  f r o n t i e r s  o f  a r t ,  and by an un­
w il l in g n e s s  to  d e i fy  the  r e s u l t a n t  works of a r t .  At th e  same tim e, 
the c r i t i c  has a t t a in e d  a vantage po in t from which he can a ttem pt to  
I n te r p r e t  the  whole o f  the  h i s to r y  of the a r t s  panoram ically , and In 
p a r t i c u l a r ,  t r y  t o  account fo r  the  a r t  which Is  contemporary to  him.
The to o ls  of a r t i s t i c  a n a ly s is  and c r i t i c i s m  which served In the 
n in e teen th  cen tu ry  no longer s u f f i c e ,  e i t h e r  fo r  the  a r t i s t  who must 
be h i s  own s e v e re s t  c r i t i c ,  or fo r  the  c r i t i c  who wants to  under­
stand what the  a r t i s t  i s  doing.
The developments of tw e n t ie th -c en tu ry  a r t  have a lso  forced  a 
re -exam ination  of the  a r t  which engendered them. Some c r i t i c i s m s  which 
have long been taken  fo r  granted  now may appear inadequate (such as 
p revious d e i f i c a t i o n s  of c e r t a in  works) as t h e i r  r e s u l t s  a re  compared
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w ith  the r e s u l t s  obtained through a p p l ic a t io n  o f  o n e 's  I n t u i t i v e  In ­
s ig h t ,  developed through con tac t  w ith  contemporary a r t s .
In  some In s ta n ce s ,  tw e n t ie th -c en tu ry  c r i t i c s  evaded coping w ith  
the  b reach  which has consequently  appeared between a c tu a l  a r t i s t i c  
development and I t s  c r i t i c i s m ,  perhaps in  the  hope th a t  I t  would 
ev e n tu a l ly  go away. This evas ion  was o f ten  d isadvantageous to  the  
development o f  the a r t s ,  as w e ll  as u n n ecessa r i ly  p a in fu l  to  the 
a r t i s t .  I t  seems to  the  au th o r  th a t  t h i s  breach  has, in  some cases , 
almost n u l l i f i e d  the va lue  of the  c r i t i c a l  process in  i t s  a p p l ic a t io n  
to  th ese  works and forced the a r t i s t  to  choose e i t h e r  herm eticism  or - 
the  s a c r i f i c e  of the dynamic t h r u s t  of the  a r t .
This b reach  has been spanned, to  some e x te n t ,  in  the  a rea  of 
French l i t e r a t u r e ,  as a consequence o f  re -exam ination  and ev o lu t io n  of 
the c r i t i c a l  process to  meet the  c r i t i c a l  demands o f  works produced.
I t  seems s ig n i f i c a n t  t h a t  the  impetus fo r  t h i s  ev o lu tio n  yas produced 
p r in c ip a l ly  by c r i t i c s  who were themselves not merely s p e c ta to rs  but 
p a r t i c ip a n t s  in  the  a r t s  to  some degree. This ev o lu tio n  appears to have 
reac ted  a g a in s t ,  as w e ll  as sprung from, a s tro n g  p r e - e x i s t in g  c r i t i c a l  
foundation  which ap p aren tly  served the cause of French l i t e r a t u r e  w ell 
in  i t s  own tim e.
The au thor th in k s  th a t  s im i la r  re-exam inations  and ev o lu tio n s  
o f  the c r i t i c a l  process as  a whole might serve the cause o f  a l l  the  
a r t s .  I t  would be h e lp fu l  to  understand what the  c r i t i c a l  process 
as  we use i t  in v o lv es ;  what i t  i s  ab le  to  do, and what we cannot 
expect i t  bo do; what forms i t  has taken in  the  p a s t ,  and how e f f e c t iv e  
these  forms have been; and how i t  can be extended from i t s  p re sen t
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co n f ig u ra t io n .  I t  appears th a t  the need to  f ind  some answers to  th ese  
problems i s  so g re a t  t h a t  the  c r i t i c  cannot a f fo rd  to  overlook any 
means through which he may be ab le  to  provide them.
One of the  immediate c r i s e s  fac in g  the  c r i t i c  i s  th a t  o f  the  
d i f f i c u l t y  of understanding  some of the m an ife s ta t io n s  of the  tw e n t ie th -  
cen tu ry  a r t s .  I t  appears th a t  th ese  a r t s  have been a ba t t leg ro u n d  of 
concepts and id e a s ,  w ith  each a r t i s t  f in d in g ,  as b e s t  he could, means 
of b r in g in g  them in to  e x is ten c e  as works of a r t .  I t  seems th a t  the 
a r t s  have always been in  t h i s  s i t u a t i o n  to  some degree, but never to  the 
e x te n t  th a t  the  very  s u rv iv a l  o f  the a r t s  re s te d  upon the outcome. I t  
seems to  be a t  p r e c i s e ly  t h i s  p o in t th a t  many contemporary c r i t i c s  f ind  
themselves h e lp le s s .  A d e l ib e r a t e  ex ten s io n  of the  a n a ly t i c a l  process 
to  cover t h i s  s i t u a t i o n  seems c r u c i a l ;  bu t such an ex tens ion  seems to  
presume an a b s t r a c t io n  of the p rocess  i t s e l f .  I t  i s  i n t e r e s t i n g  to  no te , 
in  pass ing , th a t  the  development of French l i t e r a r y  c r i t i c i s m  has tended 
in  t h i s  d i r e c t io n .
The c r i t i c  i s  encouraged to  pursue t h i s  course of a c t io n  by the 
example of the  a p p a ren t ly  independent work of two of the g re a t  seminal 
f ig u re s  in  e a r ly  tw e n t ie th -c e n tu ry  a r t s  — Paul Valery and Anton Webern. 
Both men were con sc ien tio u s  a r t i s t s  who produced excep tio n a l  works of 
wide in f lu en c e .  Both were knowledgeable in  the h i s to r y  of t h e i r  
re sp ec t iv e  a r t s ,  as w ell as in  lo g ic a l  forms and philosophy; and both 
used th i s  knowledge as  a springboard from which to  develop deep, lo g ic a l  
th e o r ie s  of the p rocesses  p o s s ib le  in  a r t .  These th e o r ie s  enabled them 
to  re so lv e  the  a r t i s t i c  c r i s e s  which they faced while m ain ta in ing  s trong  
persona l s t y l e s .
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I t  seems th a t  both men accomplished t h i s  end by p a t i e n t  examination 
of th e  n a tu re  and p o s s i b i l i t i e s  of a r t  as they  found I t ,  and of t h e i r  
own mental p ro cesses .  They both  searched th e  a r t  o f  th e  p a s t  fo r  
m a n ife s ta t io n s  of s im ila r  p rocesses , noted the development o f  such 
m a n ife s ta t io n s  over the  c e n tu r ie s ,  and p o s tu la ted  t h e i r  fu r th e r  
development. N e ither seems to  have accepted any p r io r  concept r e l a t i n g  
to  a r t  o r  mental p ro cess ,  inc lud ing  t h e i r  own, w ithou t su b jec t in g  i t  to  
thorough exam ination; and n e i th e r  ceased to  develop h i s  th e o r ie s  of a r t  
or s t y l e  o f  a r t  throughout a long l i f e t im e .
Although the  c r i t i c a l  processes developed by Webern and Valery 
app ly  c h ie f ly  to  t h e i r  own work, the  au tho r  th in k s  t h a t  th ese  processes 
may be g en e ra l iz ed  w ith  some s a fe ty  to  app ly  to  the  a r t s  in  g e n e ra l .  
T he ir  s t r e n g th s  and l im i t a t i o n s  a re  p a r t i c u l a r l y  v a lu ab le  f o r  the 
purpose of t h i s  s tudy , s ince  these  p rocesses  d isp lay ed  from t h e i r  
in c e p t io n  some degree of a b s t r a c t  thought.
Some g e n e ra l iz a t io n s  th a t  could be made from the  c r i t i c a l  work of 
Valery  and Webern a re :  1) C r i t ic is m  as the  s tudy  o f the c re a t iv e
process  in  a r t  d ea ls  p r im ar i ly  w ith  c o n f ig u ra t io n s  o f a language in  
th a t  a r t .  One examines these  c o n f ig u ra t io n s  and sometimes, as a 
consequence, catches an i n t u i t i v e  glimpse o f id eas  behind the configur­
a t i o n s .  2) Art i s  a means by which the  c r e a t iv e  process i s  made 
m a n ife s t .  I f  i t s  language i s  found to  be inadequate  fo r  t h i s  purpose, 
the  a r t i s t  i s  f r e e  to  extend or reo rgan ize  th a t  language to  f i t  h is  
needs. 3) Consequently, the  a r t s  a re  su b je c t  to  e v o lu t io n ,  and the 
c r i t i c a l  p rocess  must be f l e x ib l e  enough to  cope w ith  th a t  evo lu tio n .
4) There may w ell be deep, constan t laws governing the c re a t iv e
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
145
process  and the  languages o f  a r t ,  bu t we d o n ' t  know them now, and we 
may never know them.
I f  the  a r t i s t  or c r i t i c  i s  f r e e  to  p o s tu la te  s u i t a b l e  realms 
w ith in  a work o f  a r t ,  he n e i th e r  has to  a f f i rm  nor to  deny the  
e x is ten c e  of an u l t im a te  c o n f ig u ra t io n  o f  the language of a r t .  This 
r e s u l t  supports  a n o t io n  which u n d e r l ie s  much of tw e n t ie th  cen tury  
a r t  — th a t  an a r t i s t  i s  f r e e  to  inven t co n f ig u ra t io n s  and realms in  
which to  p lace  th e se  c o n f ig u ra t io n s ;  he i s  motivated in  t h i s  in v en tiv e  
p rocess  by the  sea rch  to  find  the  a p p ro p r ia te  means to  make h i s  ideas  
m an ifes t .
The p ro cesses  desc ribed  in  the  f i r s t  chap te r  hold  on ly  so long as 
the  s t r u c tu r e  o f  the  lo g ic a l  model used remains r e l i a b l e  under a p p l i ­
c a t io n .  A r t i s t s  and c r i t i c s  have shown the  cap a c i ty  f o r  sudden, 
c ap r ic io u s  change; the  a r t  t h a t  they have produced has a l s o  tended 
to  change r a t h e r  than to  remain s t a b l e .  I t  would seem t h a t  a r i g i d  
a p p l ic a t io n  p rocess  would probably  not y ie ld  r e s u l t s  o f  l a s t i n g  v a lu e .
This apparen t d isadvan tage  of the  a p p l ic a t io n  p rocess  can imply 
two r e s u l t s  which, in  the  a u th o r 's  op in ion , support the  hypo thesis  
th a t  the p rocess  used can be compatible w ith  p resen t  methods o f  
c r i t i c i s m .
F i r s t ,  i t  seems apparen t th a t  the process d esc ribed  above can 
only  be used in  d i r e c t  connection  w ith  some c o n f ig u ra t io n  o f  a 
symbolic language. Such a language depends l a rg e ly  upon some s o r t  
o f  l i n g u i s t i c  convention fo r  i t s  u se fu ln ess  and permanence.
R e la t iv e  to  th a t  convention , the  language, i t s  c o n f ig u ra t io n s ,  and the 
s tudy  of the  s t r u c tu r e  of those c o n f ig u ra t io n s  w i l l  be s t a b l e  enough
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to  perm it a span of r e l i a b i l i t y  which I s  long enough to  serve  the  c r i t i c .
A c o n f ig u ra t io n  o f  t h i s  type i s  bound to  a p a r t i c u l a r  m a n ife s ta t io n  
of a r t .  This p rocess  l im i t s  the  c r i t i c  to  the  exam ination o f s p e c i f i c  
case s ,  w hile  p e rm it t in g  him s u f f i c i e n t  f l e x i b i l i t y  to  note the  
d i f f e r e n c e s  between them, and thus to  p o s tu la te  th e  changes which have 
taken  p la c e .  The p rocess  a l s o  perm its  the  c r i t i c  to  make success ive  
s tu d ie s  o f  a s in g le  work in  o rder  to  b e t t e r  approximate i t s  a c tu a l  
s t r u c tu r e .  Since th e  p rocess  i s  h y p o th e t ic a l  r a t h e r  than  d e d u c tiv e ,  
c o n t ra d ic t io n s  a r i s i n g  from the  comparison of d i f f e r e n t  s tu d ie s  need 
not prove f a t a l  to  the  c r i t i c a l  r e s u l t s .
Secondly, the  c r i t i c  does not have to  bear the  unreasonable  burden 
of f in d in g  r e s u l t s  which w i l l  be v a l id  f o r  a l l  t im e. He i s  f r e e  to  
accep t or r e j e c t  any r e s u l t  a t  w i l l ,  depending on i t s  co incidence  w ith  
h i s  a p r i o r i  judgments- a t  a given tim e, under g iven  c ircum stances .
Then, the  c r i t i c a l  r e s u l t  need only be r e l i a b l e  so long as i t  serves  
the  a r t i s t  or c r i t i c ;  i t s  ve ry  d i s in t e g r a t io n  may serve  as a symptom 
th a t  i t s  u se fu ln e s s  i s  over.
These r e s u l t s  a re  compatible w ith  the  r e s u l t s  g en e ra l iz e d  from 
the  work of V alery  and Webern. I t  i s  no t presumed t h a t  th ese  r e s u l t s  
e x p la in  the  whole o f  th e  c r i t i c a l  process as i t  i s  p r e s e n t ly  used, 
or th a t  they  l im i t  the  f u r th e r  e v o lu tio n  of th a t  p ro cess .  They do 
seem to  in d ic a te  th a t  f u r th e r  in v e s t ig a t io n  in to  the  p o s s i b i l i t y  of 
using to o l s  based upon the methods o f  app lied  lo g ic  in  a r t i s t i c  
c r i t i c i s m  might prove to  be p r o f i t a b l e  to  the a r t i s t ,  c r i t i c ,  and 
to  the  a r t s  them selves.
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INTRODUCTORY REMARKS TO THE APPENDICES
The four lo g ic a l  le v e l s  o u t l in e d  in  the  th i r d  s e c t io n  o f  the 
th i r d  chap te r  of the p resen t s tudy  a re  ap p lied  to  a c tu a l  analyses  
in  th ese  appendices. The g en e ra l  p r o p e r t ie s  o f  the  m a n ife s ta t io n  
of each le v e l  w ith in  the  work as a whole a re  d iscussed  f i r s t .  The 
way in  which i t  i s  used in  the  course of the music i s  then  d iscu ssed ,  
in  the  s e q u e n t ia l  o rder of the  music. S t ru c tu re s  r e l a t i n g  to  o th e r  
lo g ic a l  le v e ls  a re  mentioned when they a f f e c t  the le v e l  under 
d iscu ss io n .
For each l e v e l ,  a work i s  chosen which seems to  exemplify 
Webern's use o f  th a t  l e v e l .  The la rg e  form of the  f i r s t  movement of 
the  Q u arte t ,  opus 28,  i s  a powerful component o f  the  t o t a l  s t r u c t u r a l  
c o n f ig u ra t io n  o f  th a t  work. The row forms of the T r io , opus 20, 
Webern's f i r s t  l a r g e - s c a le  s e r i a l  work, seem to  dominate the handling  
of musical m a te r ia l .  The developmental and v a r i a t i o n  techniques 
used in  the  V a r ia t io n s ,  opus 30, seem to  provide the  bulk o f  th a t  
w ork 's  s t r u c t u r a l  coherence. The te x t  o f  Webern's l a s t  completed 
work, the  Second C an ta ta , opus 31, i s  made m usica l ly  comprehensible 
l a rg e ly  through the  use of a r t i c u l a t i o n  and timbre in  the  Klangfarbe 
le v e l  of o rg a n iza t io n .
The d e f i n i t i o n  o f these  lo g ic a l  l e v e l s ,  t h e i r  e n t i t i e s ,  and 
r e l a t io n s h ip s  w ith  regard  to  th e  work analyzed c o n s t i tu t e s  no more 
than the  defined space p o s tu la ted  by the  a u th o r ,  in  which the  
r a t i o n a l  s t r u c tu r e s  occurring  in  Webern's l a t e  works can be examined.
151
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I t  I s  no t presumed th a t  Webern had th e se  four le v e l s  consc ious ly  
in  mind whenever he composed In h is  mature s ty le .
S pec ia l ized  terms a re  used In  the  appendices to  c l a r i f y  a n a ly t i c a l  
r e s u l t s .  Their  d e f in i t i o n s  a re  designed to  make the employment of 
th ese  terms e f f i c i e n t  In  a n a ly s i s ,  and may not correspond to  meanings 
a sso c ia te d  w ith  them In common usage.
"Large form" I s  the  o v e ra l l  s t r u c t u r a l  des ign  of a work or 
movement, u s u a l ly  conforming In some degree to  a la rg e  t r a d i t i o n a l  
s t r u c tu r e  such as fugue or sonata a l l e g r o .  The components of such 
s t r u c tu r e s ,  when used In  Webern's l a t e  works, seem to  determine the  
w ork 's  co n f ig u ra t io n  by m o tiva ting  th e  form ation of m usical m a te r ia l  
In  ways which p a r a l l e l  the fu n c tio n s  o f s im i la r  components of 
t r a d i t i o n a l  form.
A "motive" i s  a small m usical e n t i t y  which i s  used to  generate  
o th e r  e n t i t i e s .  I t  may be sub jec ted  to  " v a r i a t i o n , "  o r  r e p e t i t i o n  
w ith  some change in  c o n f ig u ra t io n .  I f  the  change a f f e c t s  the  in te r n a l  
c o n f ig u ra t io n  of the  motive, i t  i s  c a l le d  "metamorphic;"  i f  i t  a f f e c t s  
the  p o s i t io n  o f  the motive in  the  con tex t of the  work, such as 
re t ro g ra d in g ,  t ran sp o s in g ,  in v e r t in g ,  or o therw ise  s h i f t i n g  i t  about, 
the change i s  c a l le d  " t r a n s f o rm a l ." When th e  motive i s  used w ith  
i t s  r e p e t i t i o n  or w ith  o ther motives to  form a complex e n t i t y ,  i t  i s  
sa id  to  undergo " s u p e rp o s i t io n ."  S u perpos it ion  can be used to  
d e sc r ib e  overlapp ing , simultaneous use , o r  s e q u e n t ia l  l in k in g  of 
m otives. " In t ra v e r s io n "  i s  a p a r t i a l  r e -o rd e r in g  o f the  m otive; fo r  
example, i f  the  motive c o n s is t s  o f  two p a i r s  of n o te s ,  r e v e rs in g  th e  
o rder in  which the  p a i r s  appear.
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A " p a t te r n "  I s  an a sp ec t o f  a motive r e s t r i c t e d  to  some p o r t io n  
of sound such as d u ra t io n ,  p i tc h ,  a r t i c u l a t i o n ,  t im bre, nuance, 
I n t e n s i t y ,  o r  some combination o f  such p o r t io n s .  This r e s t r i c t i o n  
Is  thought to  be su b jec t  to  c o n c e p tu a l iz a t io n  r a t h e r  than to  
measure o f e i t h e r  the  n o ta ted  score  or some m a n ife s ta t io n  in  sound, 
a lthough  such measure can serve as a b a s is  of r e s t r i c t i o n .  The 
terms " v a r i a t i o n , "  "metamorphic," " t r a n s f o r m a l ," and " su p e rp o s i t io n "  
app ly  in  the  same way to  p a t te rn s  as they  do to  m otives .
The "vo ic ing"  of a p i t c h  or group o f p i tc h e s  i s  i t s  assignment 
of oc tave , d u ra t io n ,  a r t i c u l a t i o n ,  and t im bre . Voicing o f ten  
determ ines  the  s t r u c t u r a l  prominence of p i tc h e s  and m otives, as w e ll  
as p rov id ing  a b a s is  fo r  c o n t ra s t  and l inkage  among them. The 
octave assignment of a p i tc h  i s  i t s  " r e g i s t r a t i o n . "  A p i tc h  w ithout 
r e g i s t r a t i o n  i s  c a l led  a " p i tc h  c l a s s . "
A " p i tc h  aggregate"  i s  a s e t  of n o te s  which a re  no t de fined  by 
se q u e n t ia l  o rd e r ,  a lthough they  may appear in  sequence. The "normal 
form" o f a p i t c h  aggrega te , as the  term i s  commonly used, i s  i t s  reduc­
t i o n ,  e x c lu s iv e  of r e g i s t r a t i o n ,  to  an unique i n t e r v a l l i c  d e s c r ip t io n .*
F i t c h  ag g rega tes  w ith  the  same normal form a re  r e l a t e d  by t r a n s p o s i ­
t i o n ,  in v e rs io n ,  or in v e rted  t r a n s p o s i t io n .
An "adjacency" i s  a s e t  o f  two no tes  o ccu rr in g  in  c lose  prox­
im ity .  The term adjacency i s  a l s o  used to  d e sc r ib e  neighboring  
p i t c h  c la s s e s  in  a row form; fo r  example, a "semitone ad jacency" 
in  a row form would be two p i tc h  c l a s s e s ,  ad jacen t  in  the  sequence 
of the row form, whose sm alles t  i n t e r v a l l i c  d is ta n c e  i s  a semitone.
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
154
A "hexachord" I s  a p i tc h  aggregate  of s ix  n o te s ;  a " t e t r a c h o r d , " 
of fo u r  n o te s ;  a " t r i c h o r d ,"  of th ree  n o te s ;  a "dyad ,"  of two 
n o tes .  "Dodecaphonic co n cen tra tio n "  i s  a complete s e t  o f  the  twelve 
d i s t i n c t  p i t c h  c la s s e s  of the chromatic sca le  o ccu rr in g  in  a 
r e l a t i v e l y  small a re a ,  not given seq u en tia l  d e f i n i t i o n .  A "row 
form" i s  such a s e t  w ith  s e q u e n t ia l  d e f in i t i o n .  The o p e ra t io n s  o f  
r e t r o g r e s s io n ,  in v e rs io n ,  and t r a n s p o s i t io n  l in k  row forms to g e th e r  
in  s e t s  o f  f o r ty - e i g h t ,  as described in  the  p re l im in a ry  remarks 
of Appendix B.
Tables 1, 2, 3, and 4 provide row-form m a tr ic e s  fo r  the  works 
analyzed in  the  appendices. Both numeric and a lp h a b e t ic  m atr ices  
a re  g iven , in  a one-to-one correspondence. Read l e f t  to  r i g h t ,  
these  m a tr ic e s  g ive the  o r ig in a l  row form; r ig h t  to  l e f t ,  the  
re tro g rad e  form; top to  bottom, the  in v e r ted  form; bottom to  top , 
the re t ro g ra d e  o f  the  inverted  form. To f ind  a p a r t i c u l a r  t r a n s ­
p o s i t io n  o f  th e se  row forms, s t a r t  w ith  th e  numeric or a lp h a b e t ic  
p i tc h  c la s s  d e s i re d  to  the  l e f t  or to  the  top o f  the  m a tr ix .  The 
top l i n e  o f  each o f th ese  t a b le s  i s  thus  both F 0 and R 0, and the
le f tm o s t  column of each m a tr ix  is  both I  0 and RI 0. These ta b le s
a re  included only  fo r  the  convenience o f  the  re a d e r .  With p r a c t ic e ,  
one should be ab le  to  proceed w ithout t h e i r  he lp .
The resemblances of the  Q u a r te t , opus 28, to  Beethoven 's
Grosse Fuge. and of the  V a r ia t io n s ,  opus 30, to  Brahms1s V a r ia t io n s  
on a Theme by Havdn a re  s t r i k in g  and y ie ld  much s t r u c t u r a l  informa­
t io n .  For example, the  fo u r th  v a r i a t i o n  in  the  Brahms V a r ia t io n s
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TABLE I .  ROW-FORM MATRICES FOR QUARTET, OPUS 28
0 11 2 1 5 6 3 4 8 7 10 9
1 0 3 2 6 7 4 5 9 8 11 10
10 9 0 11 3 4 1 2 6 5 8 7
11 10 1 0 4 5 2 3 7 6 9 8
7 6 9 8 0 1 10 11 3 2 5 4
6 5 8 7 11 0 9 10 2 1 4 3
9 8 11 10 2 3 0 1 5 4 7 6
8 7 10 9 1 2 11 0 4 3 6 5
4 3 6 5 9 10 7 8 0 11 2 1
5 4 7 6 10 11 8 9 1 0 3 2
2 1 4 3 7 8 5 6 10 9 0 11
3 2 5 4 8 9 6 7 11 10 1 0
Bb A G B Eb E C# D F# F Ab G
B Bb C# C E F D Eb G F# A Ab
Ab G Bb A C# D B C E Eb F# F
A Ab B Bb D Eb 0 C# F E G F#
F E G F# Bb B Ab A C# C Eb D
E Eb F# F A Bb G Ab C B D C#
G F# A Ab C C# Bb B Eb D F E
F# F Ab G B C A Bb D C# E Eb
D C# E Eb G Ab F F# Bb A C B
Eb D F E Ab A F# G B Bb c# C
C B D C# F F # Eb E Ab G Bb A
C# C Eb D F# G E F A Ab B Bb
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TABLE I I .  ROW-FORM MATRICES FOR TRIO. OPUS 20
0 1 5 4 11 10 6 7 2 3 8 9
11 0 4 3 10 9 5 6 1 2 7 8
7 8 0 11 6 5 1 2 9 10 3 4
8 9 1 0 7 6 2 3 10 11 4 5
1 2 6 5 0 11 7 8 3 4 9 10
2 3 7 6 1 0 8 9 4 5 10 11
6 7 11 10 5 4 0 1 8 9 2 3
5 6 10 9 4 3 11 0 7 8 1 2
10 11 3 2 9 8 4 5 0 1 6 7
9 10 2 1 8 7 3 4 11 0 5 6
4 5 9 8 3 2 10 11 6 7 0 1
3 4 8 7 2 1 9 10 5 6 11 0
Eb E Ab G D C# A Bb F F# B C
D Eb G F# C# C Ab A E F Bb B
Bb B Eb D A Ab E F C C# F# G
B C E Eb Bb A F F# c # D G Ab
E F A Ab Eb D Bb B F# G C C#
F F # Bb A E Eb B C G Ab C# D
A Bb D C# Ab G Eb E B C F F #
Ab A C# C G F# D Eb Bb B E F
C# D F# F C B G Ab Eb E A Bb
c c # F E B Bb F# G D Eb Ab A
G Ab C B F# F C# D A Bb Eb E
F # G B Bb F E c c# Ab A D Eb
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TABLE I I I .  ROW-FORM MATRICES FOR VARIATIONS. OPUS 30
0 1 4 3 2 5 6 9 8 7 10 11
11 0 3 2 1 4 5 8 7 6 9 10
8 9 0 11 10 1 2 5 4 3 6 7
9 10 1 0 11 2 3 6 5 4 7 8
10 11 2 1 0 3 4 7 6 5 8 9
7 8 11 10 9 0 1 4 3 2 5 6
6 7 10 9 8 11 0 3 2 1 4 5
3 4 7 6 5 8 9 0 11 10 1 2
4 5 8 7 6 9 10 1 0 11 2 3
5 6 9 8 7 10 11 2 1 0 3 4
2 3 6 5 4 7 8 11 10 9 0 1
A Bb c # C B D Eb P# F E G Ab
Ab A c B Bb C# D F E Eb F# G
F F# A Ab G Bb B D C# C Eb E
F# G Bb A Ab B C Eb D C# E F
G Ab B Bb A C C# E Eb D F F#
E F Ab G F# A Bb C# C B D Eb
Eb E G F# F Ab A c B Bb C# D
C C# E Eb D F F# A Ab G Bb B
C# D F E Eb F# G Bb A Ab B C
D Eb F# F E G Ab B Bb A C C#
B C Eb D C# E F Ab G F# A Bb
Bb B D C# c Eb E G P# F Ab A
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
158
TABLE IV. ROW-FORM MATRICES FOR SECOND CANTATA. OPUS 31
0 9 1 2 10 3 11 7 8 A 5 6
3 0 A 5 1 6 2 10 11 7 8 9
11 8 0 1 9 2 10 6 7 3 A 5
10 7 11 0 8 1 9 5 6 2 3 A
2 11 1 A 0 5 1 9 10 6 7 8
9 6 10 11 7 0 8 A 5 1 2 3
1 10 2 3 11 A 0 8 9 5 6 7
5 2 6 7 3 8 A 0 I 9 10 11
A 1 5 6 2 7 3 11 0 8 9 10
8 5 9 10 6 11 7 3 A 0 1 2
7 A 8 9 5 10 6 2 3 11 0 1
6 3 7 8 A 9 5 1 2 10 11 0
A F# Bb B G C G# E F C# D Eb
C A C# D Bb Eb B G G# E F F#
6 # F A Bb F# B G Eb E C C# D
G E G# A F Bb F# D Eb B c c#
B G# Bb C# A D Bb F# G Eb E F
F# Eb G G# E A F C# D Bb B C
Bb G B C G# c # A F F# D Eb E
D B Eb E C F C# A Bb F# G G#
c # Bb D Eb B E C G# A F F# G
F D P# G Eb G# E C C# A Bb B
E C# F F# D G Eb B C G# A Bb
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Is  In  a minor key, w h ile  th e  rem ainder o f th e  work Is  In  a m ajor key; 
th e  fo u r th  v a r ia t io n  o f the  V a r ia tio n s , opus 30 f i s  in  a realm  o f 
p i tc h  re la t io n s h ip s  which i s  la rg e ly  an in v e rs io n  o f the  realm  which 
pervades th e  rem ainder o f  th e  work. C arefu l exam ination of such 
resem blances is  beyond the  scope o f th ese  a n a ly se s , but i t  i s  hoped 
th a t  the  re a d e r w i l l  no t d is re g a rd  them as a consequence.
A ll o f the  works analyzed in  th e se  appendices have a common 
c h a r a c te r i s t i c  which impedes s t r i c t  a n a ly s is :  c e r ta in  s h i f t s  in  p a t te rn
which appear a u ra l ly  to  r e s u l t  from f re e  com position can be shown to  
d e riv e  from s t r i c t  methods o f c o n s tru c tio n . I t  seems th a t  one cannot 
always determ ine w hether th e  a p p a re n tly  f r e e  r e s u l t  o r th e  s t r i c t  
method i s  the  im portant f a c to r  o f such a s h i f t  w ith  r e l a t io n  to  the  
d esig n  o f the  e n t i r e  work. The au th o r th in k s  th a t  a c le a r  l in e  
cannot be drawn between f re e  and s t r i c t  a sp e c ts  of th ese  works u n less  
i t  be drawn somewhat a r b i t r a r i l y .
The an a ly ses  given h e re  a re  not presumed to  g ive a complete 
d e s c r ip t io n  of the bew itch ing  la b y r in th  o f r a t io n a l  s t ru c tu re  
c h a r a c te r i s t i c  o f W ebern's l a t e  w orks. The power o f r a t io n a l  s t r u c ­
tu re s  to  engender system s of r e la t io n s h ip s  beyond those s t ip u la te d  
by th e i r  c re a to r  i s  used in  th ese  works in  form a m u ltitu d e  o f 
p o s s ib le - s t ru c tu ra l  c o n c e p tu a liz a tio n s . I t  i s  f a s c in a tin g  to  
p o s tu la te  a r a t io n a l  s t r u c tu r e  and t r a c e  i t s  course through W ebern's 
l a t e  wbrks, w ith  l i t t l e  reg ard  as to  w hether Webern was conscious 
o f i t s  p resence . Sometimes, though, such a s tru c tu re  re c u rs  so 
p rom inently  and w ith  such p e rs is te n c e  th a t  one f e e ls  th a t  i t s
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appearances cannot be a c c id e n ta l ,  or m erely a consequence of some 
o th e r  form al p lan . The s t ru c tu re s  d iscu ssed  here  seem to  be of 
th a t  ty p e . However, o th e r  d e f in i t io n s  and s t r u c tu r a l  in te rp re ta t io n s  
o f th e se  works a re  always p o s s ib le .
C erta in  s t ru c tu re s  in  th ese  works a re  g iven  sh o rt s h r i f t  fo r  
la ck  of space. For example, the  h ig h ly  in te r e s t in g  rhythm ic p a tte rn s  
o f the  Q u a rte t, opus 28, a re  no t d iscu ssed  a t  a l l ,  and the  ways in  
which phrases a re  b u i l t  in  the  T rio , opus 20, a re  mentioned only 
in  p a ss in g . The row-form re la t io n s h ip s  o f th e  V a r ia tio n s , opus 30, 
a re  somewhat d isreg ard ed  in  favo r o f th ose  o f sm alle r u n i ts ,  and 
th e  d is c u ss io n  o f th e  Second C an ta ta , opus 31, i s  p r in c ip a l ly  
r e s t r i c t e d  to  c le a r ly  au d ib le  s t r u c tu r e s .
Much of the  form al desig n  on th e se  works i s  d i f f i c u l t  to  hear 
in  perform ance. Row forms do n o t, as a r u le ,  co incide  w ith  au d ib le  
a re a s  o f dodecaphonic c o n ce n tra tio n  or w ith  m o tiv ic  boundaries.
Many s t ru c tu re s  a re  masked d e l ib e r a te ly  by o th e r  s t r u c tu r e s ,  o r 
g iven  m u ltip le  fu n c tio n s . W ebern's music has been c a lle d  "eye m usic ,"  
music not in tended to  be heard .
The au th o r th in k s  th a t  the  e x is te n c e  o f form al s tru c tu re s  i s  
s u f f ic ie n t  to  p rovide the  p o s s ib i l i ty  o f t h e i r  a u d ib i l i ty  i f  the  
perform er chooses to  emphasize them. W ebern's l a t e  works provide 
th e  perform er w ith  many o p p o r tu n itie s  fo r  su b tle  in te r p r e ta t io n  by 
the  s e le c t io n  and b a lan c in g  o f th e se  s t r u c tu r e s  as a means o f 
ex p re ss in g  th e i r  in te n se  m u s ic a lity .
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These works seem to  re v e a l them selves only  g ra d u a lly  as one 
p a t ie n t ly  works w ith  them and l iv e s  w ith  them fo r  many y e a rs . One1 
a p p re c ia tio n  fo r  them seems to  develop as one m atures m u sica lly  
under t h e i r  in f lu e n c e , and th i s  m atu ra tion  appears to  c l a r i f y  and 
enhance o n e 's  knowledge of the music o f W ebern's p red ecesso rs : 
Is a a c , Bach, M ozart, Beethoven, Brahms, and M ahler.
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FOOTNOTES
INTRODUCTORY REMARKS TO THE APPENDICES
*For a complete d iscu ss io n  of th i s  and o th e r term s In  
c u rre n t use In  the  somewhat herm etic  f i e ld  o f  s e r i a l  a n a ly s is ,  
see George P e r le , S e r ia l  Composition and A to n a lltv :  An I n t r o ­
d u c tio n  to  the  MUsic o f Schoenberg. Berg, and Webern. 3rd 
e d i t io n ,  re v ise d  and enlarged  (B erkeley : U n iv e rs ity  o f C a lifo rn ia
P re s s , 1972) ; M ilton B a b b itt, "Set S tru c tu re  as  a Com positional 
D eterm in an t.11 Jo u rn a l o f  Music Theory V (1961); 72-94.
For an o th er example o f the s o r t  o f a r i th m e tic  m an ipu la tion  which 
i s  shown in  Appendix B, d e riv in g  from th e  above d is c u s s io n s , see 
Donald M artino , "The Source Set and I t s  A ggregate F orm ations,"  
Jo u rn a l o f Music Theory V (1961), pp. 224-73, and Hubert S.
Howe, "Some C om binatorial P ro p e r tie s  o f  P itc h  S tru c tu re s ;  
P e rsp e c tiv e s  o f New Music I I I  (F a ll-W in te r 1968): 103-109.
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APPENDIX A
LARGE FORM: QUARTET. OPUS 28, FIRST MOVEMENT
P relim in ary  O b se rv a tio n s :
The f i r s t  movement o f the  Q u arte t, opus 28, appears to  s a t i s f y  most 
of th e  form al requ irem en ts  o f a t r i p l e  fugue w ith  c o u n te rsu b je c ts . I t s  
la rg e  form d e v ia te s  s ig n i f ic a n t ly  from th a t  o f s c h o la s t ic  fugue in  two 
ways. The p i tc h  r e la t io n s h ip s  o f su b jec t and answer e n t r ie s  a re  based 
upon In te rv a ls  b u i l t  on minor th i r d s  In s tead  o f p e r fe c t  f i f t h s .  The 
c o u n te rsu b je c ts  a re  g iven  such s t r u c tu r a l  power th a t  th e  e x p o s itio n s  
appear to  d is p la y  no t one s e t  o f su b jec ts  and answ ers, bu t two.
The term  " su b je c t"  i s  ap p lied  to  the f i r s t  e n try  in  each ex p o si­
t io n .  The term  "co u n te rsu b je c t"  i s  g iven  to  the  f i r s t  e n try  fo llow ing  
the  su b je c t which i s  n e i th e r  the  su b jec t nor the  s u b je c t 's  answ er. The 
th i r d  e n try  o f the  c o u n te rsu b je c t c o n s is te n tly  a n t ic ip a te s  r a th e r  than  
fo llow s th e  th i r d  e n try  o f the  su b je c t. A good case could be made fo r 
a re v e rs a l  o f t h i s  id e n t i f i c a t io n ,  o r fo r  the  assignm ent of a term  such 
as "second s u b je c t"  to  the  c o u n te rsu b je c t. Successfu l a n a ly s is  o f the  
e x p o s itio n s  does no t seem to  depend on assignm ent o f te rm s, but upon 
re c o g n itio n  o f the  c le a r  manner in  which su b jec t and answers f u l f i l l  
a s t r i c t ,  preconceived  p lan .
Rhythmic correspondences among the e n t r ie s  in  the  e x p o s it io n s  do 
no t seem to  be determ ined by the  la rg e  form, but by immediate r e q u ire ­
ments of complex e n t i t i e s ,  v e r t i c a l  i n t e r v a l l i c  correspondence, and 
K langfarbe s t r u c tu r e .  The f re e  l in e a r  use o f e n t r ie s  perm its  m u ltip le
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s t r u c tu r a l  I n te rp r e ta t io n  o f th e  ex p o sitio n s  on many le v e ls .  This 
a n a ly s is  I s  p r in c ip a l ly  concerned on ly  w ith  the  le v e l  o f la rg e  form.
The s tru c tu re s  o f a l l  o th e r  lo g ic a l  le v e ls  seem to  be subo rd i­
nated  in  the  la rg e  form. Row forms a re  used l in e a r ly ,  fo u r a t  a tim e,
In  the  e x p o s it io n s , packed den se ly  in  th e  s t r e t t o ,  and used su ccess iv e ly  
a t  a tim e alm ost everywhere e l s e .  S t r i c t  im ita t iv e  techn iques a re  
used in  the  e x p o s it io n s , and metamorphlc v a r ia t io n  p re v a ils  in  the  
In tro d u c tio n , ep iso d es , and coda. The s t r e t t o  i s  c h a ra c te riz e d  by in ­
te n s iv e  su p e rp o s itio n  o f alm ost a l l  o f the  m otives which appear in  the  
work. The v o ic in g  In  th e  e x p o s itio n s  i s  such th a t  th e  su b je c ts  and 
answers a re  heard independen tly  of each o th e r . In  o th e r  p a r ts  o f the 
movement, v o ic in g  tends to  b lu r  d i s t in c t io n s  among m otiv.ic e n t i t i e s ,  
e s p e c ia l ly  in  a re a s  where canonic s t ru c tu re s  a re  d is so lv e d .
The row form i s  h ig h ly  d e g en e ra te . The re tro g ra d e  in v e rs io n  a t  
th e  major s ix th  i s  the  ex ac t e q u iv a len t o f  th e  o r ig in a l  form. The 
row i t s e l f  c o n s is ts  only  o f th re e  s ta tem en ts  o f the  B-A-C-H m otive.
As a consequence, every  te tra c h o rd  o f th e  row c o n s is ts  o f fou r ad jacen t 
sem itones, and th e  s e t  o f  forms i s  d iv is ib le  in to  fo u r s e t s ,  each con­
ta in in g  s ix  row forms w ith  te tra c h o rd s  o f id e n t ic a l  p i tc h  co n ten t.
The B-A-C-H motive occurs on ly  once in  the  e n t i r e  q u a r te t  in  i t s  
customary form w ith in  the  l im i t s  o f a minor th i r d ,  in  the  th i r d  move­
ment, measure 16.
A s im ila r  economy o f means i s  used in  th e  c o n s tru c tio n  o f o th e r 
sm a ll-sc a le  s t ru c tu re s .  The l im i ta t io n  o f number and len g th  o f ideas 
perm its  Webern to  d isp la y  th e  in te r r e la t io n s h ip s  he g ives them w ith  
g re a t fo rce  and c l a r i t y .  Rhythmic, l n t e r v a l l i c ,  and a r t i c u la t lv e
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p a t te rn s  tend to  be In te rd ep en d en t. Expansion techn iques occur p r in c i ­
p a l ly  by e la b o ra tio n  o f a sp e c ts  a lre ad y  p re sen t in  th e  m o tiv ic  e n t i t y  
in s te a d  o f by in s e r t io n  o f new m a te r ia l ,  o r by su p e rp o s itio n  and con­
c a te n a tio n  of m o tiv ic  e n t i t i e s .  The in tro d u c tio n  co n ta in s  fragm ents 
r e l a t in g  to  a l l  o f  the  s u b je c ts , c o u n te rsu b je c ts , and the  d i s t in c t iv e  
f e a tu re s  o f  the  s t r e t t o  and coda. The sm all p a t te rn s  o ccu rrin g  in  the  
f i r s t  m easures a n t ic ip a te  a l l  o f th e  m otives p resen ted  in  th e  r e s t  o f 
th e  in tro d u c tio n .
In  the fo llow ing  d isc u ss io n , th e  movement i s  d iv ided  in to  
s ix  major s e c tio n s :  in tro d u c tio n , th e  th re e  e x p o s itio n s  to g e th e r  w ith
th e  ep isodes fo llow ing  them, s t r e t t o ,  and coda. This d iv is io n  should 
c l a r i f y  th e  reason ing  which seems to  govern the  f in e ly  d e ta i le d  con­
s t r u c t io n  p re v a ilin g  throughout the  movement.
In tro d u c tio n  (measures 1-32)
I f ,  in  th i s  h a l l  . . .  a tu n in g  fo rk  or a w ell-tem pered  
in strum en t began to  v ib r a te ,  you would a t  once, as soon as 
you were a ffe c te d  by t h i s  pure and ex ce p tio n a l no ise  th a t  
cannot be confused w ith  o th e rs , have th e  fe e l in g  o f a beg inn ing , 
the  beginning of a w orld; a q u ite  d i f f e r e n t  atmosphere would 
im m ediately be c re a te d , a new o rd e r would a r i s e ,  and you 
yo u rse lv es  would unconsciously  o rgan ize  y o u rse lv es  to  re c e iv e  
i t .  The m usical u n iv e rse , th e re fo re , was w ith in  you, w ith  
a l l  i t s  a s s o c ia tio n s  and p ro p o rtio n s  — as in  a s a tu ra te d  s a l t  
so lu tio n  a c r y s ta l l in e  un iv erse  aw aits  th e  m olecu lar shock of 
a minute c ry s ta l  in  o rd er to  d e c la re  i t s e l f  . . . .
The f i r s t  tw elve measures o f the movement c o n s t i tu te  such a 
d e c la ra t io n  o f a m usical u n iv e rse . They a re  k n i t  in to  a la rg e , fo re ­
shortened  a rc h . The r e s t  o f th e  in tro d u c tio n  develops from th e  p o s i t io n  
e s ta b lis h e d  by th i s  arch  to  a s t a t e  o f m usical in te n s i ty  which can serve
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as  a sp ringboard  fo r  th e  f i r s t  e x p o s it io n .
The la rg e  a rch  I s  d iv is ib le  in to  th re e  sm a lle r a rches o f fou r 
m easures each . The second a rch  develop? and v a r ie s  th e  p a tte rn s  given 
in  the  f i r s t  a rc h , and th e  th i r d  a rch  b e a rs  a s im ila r  r e l a t io n  to  the 
second. P ro g re ss iv e ly  s h o r te r  d u ra tio n s , and more freq u en t e n t r i e s ,  and 
more ab ru p t p i tc h  extrem es in c re a se  th e  in te n s i ty  o f  the te x tu re  of 
th e  th i r d  a rc h .
From a s e r i a l  s ta n d p o in t, the  f i r s t  a rch  i s  econom ically  co n stru c ­
te d .  The second s e t  o f  th e  tw elve chrom atic  n o tes  (Which does not cor­
respond to  th e  second row form, which o v e rlap s  th e  f i r s t )  i s  so co n stru c ­
te d  th a t  i t  i s  a re tro g ra d e , te tra c h o rd  by te tra c h o rd , o f the f i r s t  s e t .  
Only one no te  o f th e  second s e t ,  Bb, occurs in  a d i f f e r e n t  p a r t  than  
i t  does in  th e  f i r s t  s e t ;  a l l  n o tes  occur in  th e  same octave in  both 
s e t s .  The n o te s  in  th e  th i r d  s e t  o f  tw elve chrom atic  n o te s  appear in  
th e  same o rd e r , in  th e  same p a r ts  and o c ta v e s , as they  do in  th e  f i r s t  
s e t ,  in  rhythm ic d im u n ltio n . Of te n  sim ultaneous a t ta c k s  occurlng  in  
th e  f i r s t  a rc h , seven a re  minor th i r d s  o r te n th s .  /
S evera l new p a tte rn s  a re  deriv ed  from su p e rp o s itio n  o f the  th ree  
a r t i c u l a t i o n  p a tte rn s  o f  the  f i r s t  fo u r m easures — two separa ted  
n o te s , one sep a ra ted  no te  p lu s  two s lu r re d  n o te s , and two s lu rre d  
n o te s .  These p a t te rn s  a re  superposed on each o th e r  to  p rovide s t i l l  
more p a t te r n s .  For example, the  a r t i c u l a t i o n  p a t te rn  o ccu rrin g  in  
m easures 7-8  a n t ic ip a te s  th e  f i r s t  c o u n te rsu b je c t;  measures 10-11, 
th e  second s u b je c t ;  1 -4 , the  p a t te rn  which w i l l  detrelop in to  the  
th i r d  s u b je c t .  The summation o f th e  e n t r ie s  in  measures 1-4 p re sen t
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
167
a sim ple up-down m elodic co n to u r; In  5 -6 , the  same con tour In  dim inu­
t io n ;  7 -8 , th e  con tou r In  in v e rs io n ; and In  9-12, th e  con tour becomes 
a z ig zag , and p o te n t ia l ly  a source f o r  th e  d e r iv a t io n  o f  more Involved 
m elodic con tour — f o r  example, th a t  o f the  f i r s t  s u b je c t .  The c o n tra s t  
o f  p iz z ic a to  w ith  su s ta in e d  h a l f  no tes re c u rs  In  th e  f i r s t  e x p o s it io n .
The s u p e rp o s itio n  techn ique a lso  p rov ides fo r  g r e a te r  p re c is io n  
in  th e  v o ic in g  o f  com bination o f no tes  th an  might be o b ta in a b le  from 
o th e r  r a t io n a l  s t ru c tu re s  p re s e n t .  The v i o l a 's  e n try  in  measure 5 
co in c id in g  w ith  th e  second o f two s lu rre d  n o tes  in  th e  v io lo n c e llo  
com pletely  changes the  c h a ra c te r  o f the s lu r  and th e  e f f e c t  o f  th e  l a s t  
no te o f  th e  s lu r .  Sim ultaneous p iz z ic a t i  and s lu r re d  n o te s  in  measure 
10 g iv es  s u b tle  emphasis to  th e  t r a d i t io n a l  tendency o f a downward 
s lu r  to  g ive  an im pression  o f slacken ing  te n s io n . In  measure 4 , the  
v io lo n c e llo  e n try  g iv es  such an emphasis to  the second s lu r re d  no te  
in  the  second v io l in  p a r t .  In  measure 11, in  the  co rresponding  p o rtio n  
o f th e  t h i r d  row form, t h i s  emphasis i s  in c reased  by th e  sim ultaneous 
a t ta c k  o f  th e  two e n t r i e s .  The sim ultaneous a t ta c k  a ls o  se rv es  as the  
p o in t from which th e  l a s t  sm all m elodic curve o f the  la rg e  a rch  can 
rebound.
These s u p e rp o s itio n  tech n iques depend upon f l e x i b i l i t y  o f  v e r t i c a l  
correspondence; th a t  i s ,  unconstra ined  ju x ta p o s it io n  o f m o tiv ic  e n t i t i e s ,  
and f r e e  ad ap tio n  o f t h e i r  in te r n a l  rhythm ic c o n f ig u ra tio n  to  a given 
s i tu a t io n .  The p o s s i b i l i t i e s  o f re tro g re s s io n  and in v e rs io n  a re  a lso  
assumed fo r  m o tiv ic  e n t i t i e s .  I t  might be n o ted , in  p a ss in g , th a t  such 
tech n iques a re  c h a r a c te r i s t i c  o f  polyphonic music d u rin g  the  tim e o f 
H ein rich  Is a a c , and th a t  Webern had a thorough acquain tance  w ith  th a t  
m usic.
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The la rg e  arch  i s  follow ed by a sh o r t 'ep isode , measures 13-15, which 
breaks the  up-down m elodic curve p a tte rn .. Measures 16-32 a re  develop­
m ental in  c h a ra c te r  and prov ide a m usical and s t r u c tu r a l  t r a n s i t io n  
to  the  f i r s t  e x p o s it io n .
The f i r s t  row form of t h i s  developm ental a rea  m ain ta ins the  
v o ic in g  of p itc h e s  e s ta b lis h e d  in  the a rc h . However, the rem ainder 
o f t h i s  s e c tio n  co n ta in s  only  one more d u p lic a te  v o ic in g  (a span o f 
s ix  row forms and seven teen  m easures). An alm ost co n stan t f o r te  p re ­
v a ile d  throughout the  a rc h , bu t in  th e  developm ental a rea  p ian o , 
sfo rzando , and fo r tis s im o  a re  used . The range of each p a r t  i s  in c re a se d . 
S tr ik in g  c o n tra s ts  o f range (measures 17 and 26), echoing the  p a t te rn  
of slacken ing  downward s lu r s ,  a n t ic ip a te  e f f e c t s  which w i l l  be prom inent 
in  the  s t r e t t o  and coda.
New a r t i c u la t io n  p a t te rn s  a re  developed through su p e rp o s itio n .
T heir le n g th  in c re a se s  in  p re p a ra tio n  fo r  the  s ix -n o te  f i r s t  s u b je c t .
A s t r ik in g  new p a t te rn ,  accen ted  h a l f  no te  follow ed by two accen ted  
q u a r te r  n o te s , i s  linked  to  bo th  the  f i r s t  c o u n te r-su b jec t and the  
th ir d  s u b je c t .  P a r a l le l  s lu r s  (measures 19-31) a n t ic ip a te  th o se  o f the 
second and th ird  c o u n te rsu b je c ts . R eversa ls in  i n t e r v a l l i c  d i r e c t io n  
(measures 21 through 22 ), r e f le c t in g  the  m elodic curve o f the  a rch  form, 
w i l l  c o n tr ib u te  to  the  development o f the  second su b je c t .
Measures 16 through 21 a n t ic ip a te  the  polyphonic form o f an ex­
p o s i t io n .  The a r t i c u la t io n  p a t te rn  o f a separa ted  no te  follow ed by 
two s lu rre d  n o te s , which played an im portan t ro le  in  the  a rch , occurs 
in  a l l  p a r ts  a t  l e a s t  once. However, i t  i s  fo resh o rten ed  rh y th m ica lly  
in  i t s  l a s t  e n try  (second v io l in ) ,  and i s  follow ed by an u n re la ted
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passage o f much le s s e r  d e n s ity . The p i tc h  re la t io n s h ip s  among the  
e n t r ie s  a re  no t p a r t i c u la r ly  prom ising. The f i r s t  co u n te rsu b jec t r e ­
s u l t s  from the  con ca ten a tio n  o f  t h i s  p a t te rn  w ith  i t s  re tro g ra d e .
The passage fo llow ing  th i s  l i t t l e  e x p o s it io n - l ik e  s e c tio n  a n t ic ip a te s  
th e  f i r s t  su b jec t in  i t s  contour and te x tu re .
The choice o f s e r ie s  seems to  a n t ic ip a te  the  p i tc h  re la t io n s h ip  
o f su b jec t and answer in  th e  f i r s t  e x p o s it io n . Motives a re  f re q u e n tly  
repeated  o r v a r ie d , the  e n try  o ccu rrin g  a t  a minor th i r d  below th e  
o r ig in a l  p i tc h  le v e l  o f the  o r ig in a l  m otive, or a major s ix th  above 
(v io lo n c e llo , 17-20; second v io l in ,  22-24; v io lo n c e llo  and f i r s t  
v io l in ,  29-30).
By the  end o f the  in tro d u c tio n , the  s t r u c tu r a l  m a te r ia ls  which 
w i l l  be used in  th e  fugue i t s e l f  have a l l  been p re sen te d . W allace 
McKenzie has po in ted  ou t to  the  au th o r th a t  t h i s  fe a tu re  o f the  in ­
tro d u c tio n  might lead  one to  co n sid er i t  as analogous to  th e  e x p o s itio n  
o f a c la s s ic  sonata a l le g ro  form, where th e  a rch  re p re se n ts  the  f i r s t  
theme, and the  developm ental a rea  w ith  i t s  sm all e x p o s itio n  as the  
second theme and c o d e tta .
F i r s t  E xposition  and Episode (m easures 33-47)
In  th e  fo llow ing  d is c u s s io n , the  su b jec t i s  id e n t i f ie d  as . . 
t h a t  p a t te rn  appearing  in  th e  second v io l in  p a r t ,  measures 33-34.
The co u n te rsu b jec t i& th en  id e n t i f ie d  as th a t  p a t te rn  in  the v io la  
p a r t ,  m easures 34-37. These s ta tem en ts  appear in  F igure  1-.
The p a t te rn  o f  s ta tem en ts  o f  the su b je c t and i t s  answers i s  as 
fo llo w s: f i r s t  s ta tem en t o f s u b je c t , second v io l in ,  measures 33-34;
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F i r s t  S ub jec t:
F i r s t  C oun tersub jec t:
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I t s  answer, f i r s t  v io l in ,  measures 36-37. Second s ta tem en t o f su b je c t, 
a l te r e d ,  f i r s t  v io l in ,  m easures 39-40; I t s  answer, e x a c t, v io lo n c e llo , 
measures 42-43.
The p a t te rn  o f s ta tem en ts  o f the  co u n te rsu b jec t and i t s  answers 
i s  as fo llo w s: f i r s t  s ta tem en t o f c o u n te rsu b je c t, v io la ,  measures
34-37; i t s  answ er, second v io l in ,  measures 37-40. Second sta tem en t 
o f c o u n te rsu b je c t, v io lo n c e llo , a l te r e d ,  measures 37-39; i t s  answer, 
v io la ,  e x a c t, measures 40-42. The second statem ent o f the  co u n ter­
su b jec t precedes the  e n try  o f the  f i r s t  answer by a h a lf  n o te . Each 
answer o f  th e  c o u n te rsu b je c t o v erlaps the  c o u n te rsu b jec t by a h a l f  
n o te .
The c o u n te r s u b je c t 's  second statem ent precedes th e  second statem ent 
o f the  s u b je c t .  N e ith er th e  su b jec t nor th e  co u n te rsu b jec t appears in  
a l l  v o ic e s .
The su b je c t and co u n te rsu b jec t a re  s tro n g ly  r e l a t e d .  T h e ir p itc h  
co n ten ts  have the  r e l a t io n  o f re tro g rad e  in v e rs io n  to  each o th e r .  The 
co u n te rsu b jec t i s  an ex ac t rhythm ic augm entation o f th e  s u b je c t .  They 
d if f e r ',  p r in c ip a l ly  in  tim bre and nuance p a t te rn ,  th e  co u n te rsu b jec t 
being given a much more prom inent e f f e c t  by the  a r t i c u la t io n ,  tim bre, 
and o th e r c o n s id e ra tio n s  o f vo ic in g  assigned  to  i t .  For t h i s  reason , 
th e  c o u n te rsu b jec t overbalances the su b jec t when they  a re  played to ­
g e th e r . Because o f th e  p a t te rn  o f e n t r i e s ,  su b jec t m a te r ia l predomin­
a te s  up to  measure 37; co u n te rsu b jec t m a te r ia l dom inates measures 
37-40; and su b je c t and e p iso d ic  m a te r ia l dominate the  rem ainder o f the 
e x p o s itio n . An up-down curve o f I n te n s i ty  r e s u l t s ,  which r e c a l l s  the 
in te n s i ty  curve o f the i n i t i a l  a rch  (measures 1 -4 ) .
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S ubject and c o u n te rsu b je c t and answer p a ir s  have a c le a r  p i tc h  
r e la t io n s h ip .  The answer always occurs a minor th i r d  below th e  sub­
j e c t  o r co u n te rsu b jec t which i t  answ ers. Since s u b je c t ,  coun tersub ­
j e c t  and answers a l l  have beginning:;and f in a l  n o te s  sep a ra te d  by the  
in te r v a l  o f  a t r i t o n e ,  a dim inished seven th  agg regate  i s  formed by th e  
beginning and f i n a l  n o te s  o f each p a i r .  F u r th e r , the  ex ac t p i tc h e s  o f  
t h i s  aggregate  a re  th e  same fo r  th e  f i r s t  su b jec t-an sw er and f i r s t  
co u n tersu b jec t-an sw er p a i r s ,  and a lso  (a m ajor second below) fo r  the  
second sub jec t-an sw er and second co u n tersu b jec t-an sw er p a i r s .  This 
p a t te rn  o f p i tc h  re la t io n s h ip s  s tands ou t p a r t i c u la r ly  sh a rp ly  because 
t r i to n e s  a re  no t a v a ila b le  from ad jacen c ie s  in  th e  row form i t s e l f .
The p i tc h  co n ten t o f a l l  s u b je c ts ,  c o u n te rsu b je c ts , and answers 
i s  s ix  n o tes - -  a B-A-C-H m otive p lu s  two a d d it io n a l  n o te s , sep a ra ted  
by a sem itone, a t  th e  d is ta n c e  o f a major th i r d  from th e  l a s t  n o te  o f 
th e  B-A-C-H m otive. The f i r s t  su b je c t and f i r s t  c o u n te rsu b je c t comprise 
a s in g le  row form ; so do th e  f i r s t  s u b je c t 's  answer and th e  f i r s t  
c o u n te r su b je c t 's  answ er, th e  second c o u n te rsu b je c t and th e  second sub­
j e c t ,  the second c o u n te r s u b je c t 's  answer and th e  second s u b je c t 's  answ er. 
E n tr ie s  belonging to  the  same row form a re  a u to m a tic a lly  h ex ach o rd a lly  
co m b in a to ria l. Since the  su b je c t and c o u n te rsu b je c t a re  r e la te d  through 
in v e rs io n , i t  was n o t p o s s ib le  to  make e n t r ie s  h ex ach o rd a lly  combina­
t o r i a l  w ithou t lo s in g  th e  dim inished seven th  agg regate  which p rov ides 
th e  fundam ental p i tc h  r e la t io n s h ip .  For t h i s  re a so n , e n t r ie s  which do 
not belong to  th e  same row form a re  no t h ex ach o rd a lly  co m b in a to ria l.
S lig h t a l t e r a t io n s  appear in  the  second e n try  o f th e  su b je c t and 
c o u n te rsu b je c t, b u t the  answers rem ain ex ac t in  every  r e s p e c t .  The
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row forms used m ain ta in  th e  s e r i a l  r e la t io n s h ip s  s e t  up In  th e  a rc h .
The th i r d  row form re tro g ra d e s  th e  f i r s t  te tra c h o rd  and m ain ta in s the  
o rd e r o f  the  o th e r two te tra c h o rd s  o f the  f i r s t  row form ( P 0 -  I I  ) .  
The second and fo u r th  row forms have th e  same r e la t io n s h ip  
( ? 9 -  I  1 0 ) ,  where th e  l a s t  o f  th e  p a ir  i s  the  In v e rs io n  up a 
semitone o f  the  f i r s t  o f  th e  p a i r .  The tr a n s p o s i t io n  o f the  answer 
to  a minor th ir d  below In tro d u ces  an opposing te tra c h o rd  co n ten t to  
th a t  o f  the  row form of the  s u b je c t .
Throughout a l l  e x p o s itio n s  o f th e  movement, row forms a re  used 
l in e a r ly ,  one assigned  to  a p a r t ,  w ith  some v o ic e -c ro ss in g . This 
l in e a r  use i s  no t found In  o th e r  s e c tio n s  o f the  movement. At no 
p o in t in  the  f i r s t  e x p o s it io n  do a l l  fo u r in s tru m en ts  p lay  sim u ltan ­
e o u sly .
As the  sm all ep isode  fo llo w in g  th e  la rg e  a rch  broke up the  
p a t te rn s  o f th a t  a rc h , th e  ep isode  fo llo w in g  th e  f i r s t  e x p o s it io n  
d is so lv e s  th e  s t ru c tu re  o f  th a t  e x p o s it io n . The episode a lso  p rep a res  
th e  m a te r ia l fo r  th e  second e x p o s it io n  by developing complex e n t i t i e s  
and in c re a s in g  th e  g en era l in t e n s i ty  o f  th e  te x tu re .  The a r t i c u la t io n  
p a t te rn  which was used lm i ta t iv e ly  in  th e  in tro d u c tio n  i s  developed 
and used lm ita t iv e ly  here  a ls o .
The a r t i c u la t io n  p a t te r n  i s  used c a n o n ic a lly , appearing  in  a l l  
v o ic e s . I t s  f i r s t  h a l f ,  th re e  s tro n g ly  separa ted  q u a r te r  n o te s , 
d e riv e s  from the  s u b je c t .  I t s  second h a l f ,  two s lu rre d  n o tes follow ed 
by a detached s in g le  n o te , d e r iv e s  from the  c o u n te rsu b je c t. I t s  p i tc h  
r e la t io n s h ip s  va ry  g re a t ly  in  the  im ita t io n , bu t rhythm ic, a r t i c u l a t i v e ,  
and dynamic c o n fig u ra tio n s  rem ain c o n s ta n t. Since i t  i s  linked
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
174
s t r u c tu r a l l y  to  m a te r ia l from both  the f i r s t  and second e x p o s it io n s ,
I t  I s  w e ll su ite d  to  serve as t r a n s i t io n a l  m a te r ia l between them.
The t a i l  o f  the  e x p o sitio n  and the ep o so d e 's  opening i s  marked by 
a rhythm ic d isp lacem ent of the  m eter, which i s  continued through the  
e p iso d e . This d isp lacem ent c o n tra s ts  w ith  th e  s tra ig h tfo rw a rd  m e tric  
p a t te rn  o f th e  f i r s t  e x p o s it io n , and p rep a res  one fo r  the  rh y th m ica lly  
f r e e  second e x p o s it io n .
A s tro n g  m o tiv ic  s ta tem en t in  the  second v io l in ,  answered in  the  
f i r s t  v io l i n ,  g ives the  im pression of a f a l s e  s t a r t  to  the  second 
e x p o s it io n  (m easures 45 through 47 ). The f i r s t  en tran ce  o f the  second 
e x p o s it io n  ov erlap s  th e  answer (m easure!4 7 ).
Second E x p o sitio n  and Episode (measures 47-65)
The s u b je c t o f t h i s  e x p o sitio n  i s  id e n t i f ie d  as  th a t  p a t te rn  
appearing  in  the  second v io l in  p a r t ,  m easures 47 through 49. The 
c o u n te rsu b je c t i s  then  id e n t i f ie d  as th e  p a t te rn  appearing  in  the  v io la  
p a r t ,  m easures 49 and 50. This id e n t i f i c a t io n  y ie ld s  an a n a ly t ic a l  
r e s u l t  which i s  c o n s is te n t w ith  the one o b ta ined  fo r  th e  f i r s t  expo­
s i t i o n .  These s ta tem en ts  appear in  F igure 2.
This e x p o s it io n  co n ta in s fou r su b jec t-an sw er p a i r s  in s te a d  of 
two. They can be separa ted  in to  two s e t s ;  the  f i r s t  s e t  con ta in s 
answers a t  the  p i tc h  le v e l o f a f i f t h  below, whereas the  second s e t  
co n ta in s  answers a minor th i r d  below.
The e n t r ie s  fo r  the f i r s t  s e t  o f  sub jec t-an sw er p a ir s  a re  as 
fo llo w s : f i r s t  s ta tem en t o f the  su b je c t, second v io l in ,  measures
47-49; i t s  answ er, v io lo n c e llo , measures 49-52. Second sta tem en t
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
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Q u arte t, opus 28
Second S u b jec t:
m
Second C ou n te rsu b jec t:
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o f the  s u b je c t ,  f i r s t  v io l in ,  measures 51-53; i t s  answer, f i r s t  v io l in ,  
m easures 55-57.
The e n t r ie s  fo r  th e  second s e t  o f sub jec t-answ er p a ir s  a re  as 
fo llo w s: f i r s t  s ta tem en t of su b je c t, second v io l in ,  m easures 51-54;
i t s  answ er, v io la ,  measures 53-55. Second statem ent o f s u b je c t ,  v io la ,  
m easures 57-60; i t s  answ er, f i r s t  v io l in ,  measures 60-62. The im ita tio n  
in  t h i s  s e t  i s  v a r ie d  by in v e rs io n  o f the p i tc h  contour in  th e  f i r s t  
answer and in  the  second sta tem en t o f  the  su b jec t and i t s  answ er.
The e n t r ie s  fo r  the  coun tersub jec t-answ er p a irs  a re  as fo llo w s : 
f i r s t  s ta tem en t o f  the  co u n te rsu b je c t, v io la ,  measures 49-51; i t s  
answer, v io lo n c e llo , measures 53-56. Second statem ent o f  th e  co u n ter­
su b je c t, second v io l in ,  measures 55-58; i t s  answer, v io lo n c e llo , 
measures 58-60. Both answers a re  p itc h  contour in v e rs io n s  o f  th e  
c o u n te rsu b je c t. The f i r s t  answer i s  a minor te n th  above, and the  
second answer i s  a minor th i r d  below.
As in  th e  f i r s t  e x p o s it io n , the c o u n te rsu b je c t 's  second s ta tem en t 
precedes th e  second sta tem en t o f th e  su b jec t ( f i r s t  s e t  o f p a i r s ) .
Every e n try  o f s u b je c t ,  c o u n te rsu b je c t, or answer i s  covered by a 
s im u ltaneously  o ccu rrin g  a t ta c k  in  ano ther v o ice .
The su b je c t and c o u n te rsu b jec t both  c o n s is t o f fo u r n o te s , 
s lu rre d  two by two. In  the  su b je c t, the  s lu r s  a re  downward, then  
upward; in  the  c o u n te rsu b je c t, both s lu r s  a re  upward. The p i tc h  
co n ten t i s  th e  B-A-C-H te tra c h o rd  fo r  both su b jec t and c o u n te rsu b je c t.
The rhythm ic p a t te rn  i s  reversed  in  a l l  answers th u s ly :  th e
d u ra tio n  o f  the  f i r s t  no te  o f the  su b jec t o r c o u n te rsu b jec t i s  assigned  
to  the  th i r d  no te  o f  th e  answ er; the d u ra tio n  o f the  second n o te , to
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th e  fo u r th ;  the  d u ra tio n  o f the  th i r d  n o te , to  the  f i r s t ;  the  d u ra tio n  
o f th e  fo u r th  n o te , to  th e  second. In  s h o r t ,  the  second h a lf  o f the 
rhythm ic p a tte rn  o f  the  su b jec t o r co u n te rsu b jec t appears as the  f i r s t  
h a l f  o f  th e  answer, and the  f i r s t  h a l f  appears as th e  second h a l f  o f 
th e  answer.
F itc h  con ten t o f su b je c t o r  c o u n te rsu b jec t and answer i s  not 
d u p lic a te d . Where th e  answer i s  a t  th e  f i f t h  below, th e  t o t a l  p itc h  
con ten t o f su b jec t o r co u n te rsu b jec t and anwer i s  d is ju n c t ;  where 
i t  i s  a t  the  minor th i r d ,  i t  l i  co n ju n c t. The second statem ent 
o f the  sub jec t-answ er p a ir  o f th e  f i r s t  s e t  i s  a m ajor second above 
th e  f i r s t  s tatem ent o f th a t  s e t .  The second sta tem en t o f the  coun ter­
su b je c t i s  a major second below th e  f i r s t  s ta tem en t o f the  coun ter­
su b je c t .  This r e la t io n s h ip  p a r a l le l s  the  major second d is ta n ce  between 
f i r s t  and second sta tem en ts  in  the  f i r s t  e x p o s it io n . The second 
sta tem en t o f  the  su b je c t o f  th e  second s e t  i s  a m ajor fo u r th  below, 
and th e  answers o f th a t  s e t  bo th  begin  on the  same p itc h  but continue 
in  in v e rs io n  to  each o th e r .
A ll row forms in  th is  e x p o s itio n  a re  used te tra c h o rd  by 
te tra c h o rd . Thus, each form c o n tr ib u te s  th re e  s ta tem en ts  o f su b je c t, 
co u n te rsu b je c t, o r answer. The choice o f row form seems to  be de­
term ined by the  e n try  p a t te rn  and In te rn a l  co n fig u ra tio n  o f statem ent 
d e s ire d .
The row form used c o n s is ts  o f s ix  p a ir s  o f  a d jacen t sem itones.
The row forms used can th e re fo re  be sep a ra ted  in to  two s e ts  of 
tw en ty -four forms each, w ith  a d i s t i n c t  semitone adjacency p a tte rn  in  
each s e t .  Throughout th i s  e x p o s it io n , a t  le a s t  one row form from each
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of th e se  s e ts  I s  p re se n t. Then, a t  any p o in t, Webern has access to  
any sem itone adjacency he may wish to  u se . There I s  a heavy concen­
t r a t i o n  of neighboring  E 's  In  m easures 55-57, a d jacen t F 's  In  
m easures 57-58, sim ultaneous C #'s In  measure 58, and a d jac e n t G#'s 
In  measure 60. This d e l ib e ra te  fav o rin g  o f p itc h e s  a n t ic ip a te s  
s e r i a l  techn iques used In  th e  s t r e t t o  to  come.
The B-A-C-H m otive which Is  the  b a s is  fo r  a l l  su b je c ts , co u n ter­
s u b je c ts ,  and answers I s  used In  the  o r ig in a l  form and re tro g ra d e . 
In v e rs io n  o f the  motive y ie ld s  the  re tro g ra d e  form, and re tro g ra d e  
In v e rs io n  y ie ld s  the o r ig in a l .  The two a d jac e n t sem itone groups o f 
th e  m otive a re  In v a r ia b ly  voiced as s lu rre d  m ajor sevenths o r major 
n in th s . When the  s lu r s  a re  In  d i f f e r e n t  d i r e c t io n s ,  the  In te rm ed ia te  
minor th i r d  Is  u s u a lly  voiced as a th i r d .  When the  s lu r s  are  In  the 
same d ir e c t io n ,  as they  are  In  the  c o u n te rsu b je c t, the  minor th ird  
Is  u s u a lly  voiced as a s ix th .
The f i r s t  s ta tem en t o f the  su b je c t, f i r s t  s e t ,  i s  the  only 
s u b je c t o r answer s ta tem en t o f the f i r s t  s e t  which i s  no t a r e t r o ­
grade o f th e  B-A-C-H m otive. A ll s ta tem en ts  in  the  second s e t  a re  
the  o r ig in a l  form of the  m otive. C oun tersub jec t s ta tem en ts  are  
o r ig in a l  form, and th e i r  answers a re  re tro g ra d e s .
The f i r s t  and second s ta tem en ts  o f  the  su b je c t in  the f i r s t  
s e t  end on th e  same n o te ; so do the f i r s t  and second s ta tem en ts  of 
th e  c o u n te rsu b je c t. The beginning  and ending n o te s  o f the  su b jec t 
s ta tem en ts  o f the  second s e t ,  and th e  f i r s t  answ er, a re  a d ja c e n t.
The second answer o f t h i s  s e t  has the  same beg inn ing  and f in a l  
n o te s  as th e  f i r s t  s ta tem en t o f the  s u b je c t, f i r s t  s e t .
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The s u s ta in e d , f lu id  n a tu re  of the  su b je c t and c o u n te rsu b je c t 
lends i t s e l f  w e ll to  v a r ie d  su p e rp o s itio n s . One of th e  most e f f e c t iv e  
o f  th e se  i s  a s  fo llo w s : a h a l f  note o r  a whole n o te , o f more than
u su a l in te n s i ty  and q u ite  o f te n  th e  upper no te  o f  a tw o-note s lu r ,  
i s  re in fo rc e d  a t  an o th er p i tc h  a b ea t a f t e r  i t s  e n tra n ce  by a some­
what low er, s im i la r ly  In te n se  n o te  which i s  th e  f i r s t  n o te  o f a 
tw o-note s l u r .  The r e s u l t  i s  th a t  th e  w eight o f the  f i r s t  n o te , 
which would n a tu r a l ly  d im in ish  a f t e r  i t s  i n i t i a l  a t ta c k ,  i s  main­
ta in e d  o r even in c reased  w ith o u t a crescendo on th a t  n o te . The 
s te a d i ly  in c re a s in g  frequency o f e n t r i e s ,  to g e th e r  w ith  t h i s  d ev ice , 
r e s u l t s  in  a b u ild in g  up o f  in te n s i ty  th roughou t th e  s e c t io n .
S u p e rp o s itio n  o f su sta in ed  n o tes r e s u l t s  in  a p a r t ic u la r ly  
s t r ik in g  p a i r  o f ph rases  in  measures 51-54. The v e r t i c a l  co r­
respondence g iven  a re  so planned th a t  th e se  p h rases  a re  s e t  o f f  from 
the  r e s t  o f  th e  m a te r ia l  no t by th e  boundaries o f  e n t r i e s ,  b u t by 
r e s t s  o c cu rrin g  in  the  m iddle o f  e n t r i e s .  F itc h  in te r v a l s  o f m ajor 
th i r d s  and minor s ix th s  predom inate. The m ajor n in th  in  measure 52 
i s  g ra c e fu l ly  " re so lv e d "  to  a compound minor t h i r d ,  and th e  second 
phrase  ends w ith  a minor th i r d .
The contour in v e rs io n  o f the su b jec t-an sw er e n try  appearing  in  
the  v io la ,  m easures 53-55, i s  ap p aren tly  a consequence o f  the  p i tc h  
contour and v o ic in g  requ irem en ts o f the  second p h ra se . The f i r s t  
no te  o f t h i s  e n try  com pletes G-Bb-D and D-F£*A t r i a d s ,  and i t s  
second n o te , and F ^A -C # t r i a d .  The harmonic im p lic a tio n s  o f  th ese  
t r i a d s  a re  masked by unusual v o ic e - le a d in g  re ly in g  on common tones 
and la rg e  le a p s , low dynamic le v e l w ith  u n a r t lc u la te  p i tc h  changes,
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and re s o lu t io n  to  a h a rm o n ically  u n re la ted  tone a t  a lower p i tc h  le v e l 
In  measure 54, the  Eb In  th e  v io lo n c e llo  p a r t .
The p reced ing  p h ra se , m easures 49-50, and the fo llow ing  p h ra se s , 
m easures 54-58, show a s im ila r  c o n s tru c tio n  bu t a re  more d is so n a n t in  
i n t e r v a l l i c  c o n ten t. The l a s t  e n try  o f the e x p o s it io n , in  the  
v io lo n c e llo , measure 58, i s  masked by a su s ta in ed  no te  a t  th e  same 
p i tc h  in  the  v io la .  This masking i s  one o f  the  f i r s t  appearances 
o f  a doubling  device which g a in s  in  s t r u c tu r a l  im portance in  the  r e s t  
o f th e  movement.
Like the  f i r s t  ep iso d e , th e  second episode fragm entizes the  
m a te r ia l o f the  p reced ing  e x p o s it io n  and develops i t  in  p re p a ra t io n  
fo r  th e  fo llow ing  e x p o s it io n . S tatem ents o f the  su b je c t and co u n te r­
su b jec t appear in  rhythm ic a l t e r a t i o n .  A s te a d i ly  d ecreasin g  dynamic 
le v e l ,  a m assive r i ta rd a n d o , and smooth te x tu re  reduce the  o v e ra ll  
e f f e c t  o f in te n s i ty  co n sid e ra b ly . Thus, an in te n s i ty  curve fo r  th e  
d iv is io n  c o n s is tin g  o f second e x p o s it io n  and episode again  r e f l e c t s  
the  in te n s i ty  curve o f the  i n i t i a l  a rch  (measures 1 -4 ) .
The s ta tem en ts  in  th e  ep isode  do no t appear in  c le a r  canonic 
sequence. The f i r s t  such sta tem en t occurs sim u ltaneously  w ith  the  
l a s t  answer o f the  e x p o s it io n , has id e n t ic a l  p i tc h  co n ten t w ith  
th a t  answer, and re v e rse s  i t s  beg inn ing  and f in a l  n o te s . The au th o r 
th in k s  th a t  i t  cannot be e s ta b lis h e d  d e f in i te ly  from s t r u c tu r a l  
r e la t io n s h ip s  alone which o f th e se  two sta tem en ts  i s  in  f a c t  the  
r e a l  answer o f the  e x p o s it io n .
The episode ends w ith  th e  f i r s t  r e s t  in  a l l  p a r ts  s in ce  the  
beginning o f the f i r s t  e x p o s it io n . The q u ie t  en tran ce  o f the  s u b je c t
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o f the  th i r d  e x p o s it io n  I s  thus p repared .
Third E x p o sitio n  and Episode (measures 66-79)
The su b je c t Is  Id e n tif ie d  as th a t  p a t te rn  o ccu rrin g  In  the  f i r s t  
v io l in  p a r t ,  measures 66-68. The c o u n te rsu b je c t Is  then  Id e n t i f ie d  
as th a t  p a t te rn  In  th e  second v io l in  p a r t ,  m easures 68-69.
These s ta tem en ts  appear In  F igure 3.
The p a t te rn  of su b je c ts  and th e i r  answers I s  as fo llo w s: f i r s t
s ta tem en t o f  s u b je c t, f i s t  v io l in ,  measures 66-68; I t s  answer, 
v io la ,  m easures 67-68. The second sta tem en t o f the  s u b je c t ,  f i r s t  
v io l in ,  m easures 68-70; i t s  answer, v io la ,  m easures 68-69 ( a l t e r e d ) .  
T hird  s ta tem en t of the  su b je c t, f i r s t  v i o l i n ,  m easures 71-73; i t s  
answ er, v io la ,  m easures 72-73.
3Vo a d d it io n a l  sub jec t-an sw er p a ir s  appear in  th e  th i r d  ep isode 
as fo llo w s: f i r s t  s ta tem en t o f the d u b jec t in  ep iso d e , second v io l in ,
m easures 73-75; I t s  answer, v io la ,  measures 74-76. Second sta tem en t 
o f su b je c t in  ep iso d e , second v io l in ,  m easures 76-77; i t s  answer, 
measures 77-78. These a d d it io n a l  p a ir s  d u p lic a te  th e  p i tc h  co n ten t 
of the  f i r s t  two p a ir s  o f e n t r ie s  of su b jec t-an sw er in  the  expo­
s i t io n .  The p i tc h  contour o f th e  p a ir s  in  th e  ep isode  c lo se ly  d u p li­
c a te s  th a t  o f the  e x p o s itio n  p a i r s ;  th e  second no te  i s  transposed  
down an octave in  two e n t r ie s  and the  f i r s t  no te  i s  transposed  up an 
octave in  a n o th e r , so th a t  each e n try  in  the  ep isode  beg ins w ith  
e i th e r  the  in te rv a l  o f a m ajor seven th  o r a minor n in th .
The p itc h  le v e l  o f the  su b jec t-an sw er e n t r ie s  in  the  e x p o s it io n  
and ep isode  appears to  be s ig n i f ic a n t .  Three cy c le s  o f m ajor th ir d
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
F ig . 3. S ub jec t and C ountersub ject o f Third  E x p o sitio n ,
Q u a rte t, opus 28
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prog ress ions  appear, and the  episode concludes w ith  the  completion 
of the  l a s t  c y c le .  The f i r s t  cycle begins w ith  the  f i r s t  note  of 
the  f i r s t  e n t ry  o f  the  s u b je c t ,  Bb, I s  followed by the  F# e n t ry  In  
measure 68, f i r s t  v i o l i n ,  D e n t ry  In measure 71, f i r s t  v i o l i n ,  
concluded by the  f i r s t  no te  of the  f i r s t  en try  o f  the  ep isode , Bb 
In  second v i o l i n ,  measure 73. The o the r two cycles a re  C-G#*E-C, 
and Eb-B-G-Eb. The no tes  m issing  from th ese  c y c le s ,  F-A-C#, do not 
appear to  have s t r u c t u r a l  s ig n if ic a n c e  In  t h i s  d iv is io n .
The p a t t e r n  o f  coun tersub jec t-answ er p a i r s  I s  as fo l lo w s :  f i r s t
s tatem ent o f  c o u n te r su b je c t ,  v io lo n c e l lo ,  measures 67-68; I t s  answer, 
second v i o l i n ,  measures 68-69. Second statem ent of c o u n te rsu b je c t ,  
v io lo n c e l lo ,  measures 70-71; I t s  answer, second v i o l i n ,  measures 
71-72. Third s ta tem en t o f  c o u n te rsu b jec t ,  v i o l a ,  measures 72-73; 
i f  an answer e x i s t s ,  i t  i s  defined  by p i tc h  con ten t only , fo r  no 
a d d i t io n a l  m otiv ic  e n t i t y  corresponding to  the  c o n f ig u ra t io n  o f  the  
co u n te rsu b jec t  fo l lo w s .
The end o f  the  t h i r d  s ta tem ent o f  the  co u n te rsu b jec t  may be 
sa id  to  mark the  end of the  e x p o s i t io n .  I f  so , the  q u a r te r  r e s t  in  
a l l  p a r t s  a t  th e  beginning o f  measures 74 d iv id es  the  e x p o s i t io n  and 
ep isode .
This s e c t io n  d isp la y s  the  most v a r ied  p a t te r n  su p e rp o s i t io n  y e t  
incountered in  the  movement. Dynamic c o n t ra s ts  of b r i e f  d u ra t io n  ap­
pear fo r  the  f i r s t  time s in ce  th e  in t ro d u c t io n .  Of p a r t i c u l a r  i n t e r e s t  
i s  th e  manner i n  which p i z z i c a t i  no tes  in  the su b jec t  i n t e r a c t  w ith  
s lu r s  in  th e  c o u n te r su b je c t .  They re in fo rc e  the  low no te  o f  the  
two-note s lu r ,  a r e t r o g r e s s io n  of the  e f f e c t  noted in  the  second
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e x p o s i t io n ;  but here the  p i z z i c a t i  can only  give an added punch to  
the  a t t a c k ,  in s tead  of in te n s i fy in g  the  d u ra t io n ,  as i t  did p re ­
v io u s ly .  The p i z z i c a t i  mock the e f f e c t  of the f a l l i n g  and r i s i n g  
s l u r s ,  p reparing  m a te r ia l  fo r  the  s t r e t t o .  Like the  second ep isode, 
th e  th i r d  episode i s  d isso lved  not by le s s  frequen t ev en ts ,  but by 
a s lacken ing  o f tempo and decrease of dynamic l e v e l .  The f i n a l  
p ian issim o "am S te g ," muted, r e c a l l s  a s im i la r  e f f e c t  in  measure 65,
I
a t  the  end o f the  second ep isode . Nearly two measures of s i le n ce  
fo llow ing  the  episode c o n tra s t  w ith  the  sudden changes o f  I n te n s i ty  
and rhythm which ch a rac te r iz e  the  s t r e t t o .
I n te n s i ty  curves fo r  the th ree  e x p o s it io n s  and episodes could 
be described  as fo llow s: f i r s t  ex p o s i t io n ,  up-down curve; f i r s t
episode and second ex p o s i t io n ,  s t e a d i ly  in c reas in g  i n t e n s i t y ;  second 
episode decreasing  in t e n s i t y ;  th i rd  ex p o s i t io n  and ep isode , decreasing  
in t e n s i t y ,  through an up-down curve. The i n t e n s i t y  curve p a t te r n  fo r  
the  ex p o s i t io n s  and episodes then p a r a l l e l s  th a t  of the  in t ro d u c t io n .
S t r e t t o  (measures 80-96)
The su b jec ts  and co u n te rsu b jec ts  appear only as superposed 
p a t t e r n s .  The f i r s t  four measures co n ta in  the o r ig in a l  p i tc h e s  of 
the  f i r s t  e n try  of the  f i r s t  su b jec t  in  c o r re c t  sequence, beginning 
w ith  the  p iz z ic a to  A in  the  v io la  p a r t ,  measure 80, and extending 
from one p a r t  to  another to  the Db in  th e  v io la  p a r t ,  measure 83.
The o r ig i n a l  p i tc h e s  o f  the  second su b je c t  a r e ,p resen ted ,  beginning 
w ith  the  A in  the  v io lo n c e l lo  p a r t ,  measure 81, ex tending  to  the  B 
in  the  second v i o l i n ,  measure 82. The p i tc h  con ten t o f  the  th i r d
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F ig . 4. Statements in  S t r e t t o ,  Q u a r te t , opus 28
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s u b jec t  overlaps  t h a t  o f  the second s u b je c t .  The th i r d  s u b j e c t ' s  
o r ig i n a l  p i tc h e s  a re  s t a t e d ,  beginning w ith  the  Bb in  the  f i r s t  
v i o l i n  p a r t ,  measure 81, extending  to  the  same B in  the  second 
v i o l i n  p a r t  which ends the  p re s e n ta t io n  o f  the  second s u b je c t .
A sta tem ent o f  the  o r ig i n a l  p i tc h e s  o f  f i r s t  c o u n te rsu b jec t  
begins w ith  the  Bb in  the  v io lo n c e l lo  p a r t ,  measure 87, ending w ith  
the  E, measure 92, in  the  same p a r t .  The p i tc h e s  of the  second 
c o u n te rsu b jec t  appear, beginning w ith  F# in  the  f i r s t  v i o l i n  p a r t ,  
measure 91, co n tinu ing  to  the  6 in  measure 93, second v i o l i n  p a r t .
The th i r d  co u n te rsu b je c t  i s  no t as c l e a r ly  s ta te d  as the o th e r s ;  
i t s  o r ig in a l  p i t c h  con ten t may be sa id  to  begin  w ith  th e  Eb, 
v io la  p a r t ,  measure 83, con tinu ing  to  the  D, second v i o l i n  p a r t ,  
measure 85. These s ta tem en ts  appear in  F igure  4.
Although i t  i s  p o s s ib le  to  f in d  co n f ig u ra t io n s  corresponding 
t o ' t h e  o r ig in a l  p i t c h  con ten t o f  the  answers, these  co n f ig u ra t io n s  
a re  not c l e a r .  T heir  p resence  may be due to  the  extreme degeneracy 
of the  row form used, and excess ive  overlapp ing  o f row forms in  t h i s  
s e c t io n .
Single p i tc h e s  a re  g iven  emphasis by r e p e t i t i o n  w ith in  a sh o r t  
time span, or by doub ling . In  measure 81, A i s  re p e a te d ;  in  the  
fo llow ing measure, C; the  fo llow ing  measure, D; measures 85-86, F; 
measure 87, Bb; measure 88-89, B; measure 90, unison C; measure 92, 
unison F; The au th o r  sees  no p a t t e r n  in  t h i s  sequence o f  p i tc h e s  
which r e l a t e s  to  the  p i tc h  s t r u c tu r e  of the  movement.
The complete absence o f  s lu r s  makes i t  p o ss ib le  fo r  a given 
note  to  belong to  no t only  one, bu t many s ta tem en ts  of su b je c t ,
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c o u n te r su b je c t ,  or answer. As the  s t r e t t o  p ro g re s se s ,  th e re  I s  a 
complete absence o f  d i s j o i n t  them atic  p a t t e r n s .  The device  noted 
p re v io u s ly  o f  s u s ta in in g  i n t e n s i t y  w ith  f r e s h  a t t a c k s  i n  ano ther  p a r t  
i s  used a g a in ,  bu t now re in forcem ents  a re  themselves r e in fo r c e d .
Notes a re  no t m erely  sep a ra ted ,  but fo r c e f u l ly  a t ta ck e d  to  emphasize 
t h e i r  s e p a ra t io n .  F a l l in g  and r i s i n g  i n t e r v a l s  a re  c an o n ica lly  
im ita te d  a t  c lo se  range , which exaggera tes  c o n t r a s t s  o f  range . The 
d e n s i ty  and in te n s e  v o ic in g  o f the  s e c t io n  c o n t r a s t  w ith  the  muted 
passages which surround i t .
Coda (measures 96-112)
This s e c t io n  d i f f e r s  from th e  r e s t  o f  th e  movement in  sev e ra l  
r e s p e c t s .  The te x tu r e  i s  almost completely homophonic. Hie t e t r a -  
chords o f  th e  row a re  no t emphasized, and a t  most th r e e  consecu tive  
no tes  o f  the  row form appear in  any given v o ic e .  C ontro l o f  p i t c h  
con ten t i s  no t d i r e c t l y  r e l a t e d  to  s ta tem ents  o f  s u b je c t s ,  coun te r­
s u b je c t s ,  o r  answers. Voicing, dynamic l e v e l ,  and nuance seem to  be 
unconstra ined  by r a t i o n a l  schemes.
The p i t c h  con ten t i n  measures 96-99 i s  a re t ro g ra d e  o f  th a t  
in  measures 2 -4 , th e  l a s t  h a l f  of the  i n i t i a l  a rc h .  The f i n a l  b a rs ,  
measures 110-112, re p e a t  t h i s  p i t c h  con ten t in  the  same o rd e r  as in  
measures 96-99. This p i t c h  con ten t a lso  appears in  th e  opening 
measures o f  th e  t h i r d  movement.
Doublings and repea ted  no tes  a re  f r e q u e n t .  In  measure 98, C# 
i s  doubled; 99, E i s  doubled; 100, F re p e a te d ;  101, F# doubled;
103, A and C doubled; 105, B re p e a te d ;  106, D re p e a te d ,  107, F
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r e p e a te d ;  110, Bb re p e a te d ;  111, C# rep e a te d .  In  t h i s  sequence o f  
repea ted  o r  doubled p i t c h e s ,  I n te r v a l s  o f  a minor t h i r d  predominate.
One could p o s s ib ly  say t h a t  the  nuance p a t t e r n  o f  th e  f i r s t  
co u n te rsu b jec t  opens the  coda, and th a t  the  p i t c h  con ten t o f  th a t  
p a t t e r n  I s  rem in iscen t o f  th a t  c o u n te rsu b je c t .  However, th e  au th o r  
th in k s  t h a t  t h i s  r e l a t i o n  I s  n o t s u f f i c i e n t l y  d e f i n i t e  to  be a s s e r te d .
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
FOOTNOTES
APPENDIX A
1Paul Valery, The Art of P o e try , t r a n s .  Denise F o l l i o t  
(P r in c e to n :  P r ince ton  U n iv e rs i ty  P ress ,  1958), p. 67. This
book i s  volume 7 of The C o llec ted  Works o f Paul Valery, ed ited  
by Jackson Mathews, B ollingen  S e r ie s  XLV, v a r io u s  d a te s .
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APPENDIX B
SERIAL PITCH ORGANIZATION: TRIO. OPUS 20
P re lim inary  Remarks:
An In v e s t ig a t io n  o f  the  m otiv ic  s t r u c tu r e  and the  o rdering  of row 
forms In d ic a te s  th a t  the  T r io ,  opus 20, c o n s is t s  o f  two movements 
whose la rg e  forms have some resemblance to  sonata a l l e g r o  form. The 
f i r s t  movement may a l s o  be Id e n t i f i e d  as  a rondo, or as  a sequence of 
a rches , and I t s  adherence to  the sonata a l l e g r o  form I s  not r ig o ro u s .  
The second movement Is  an almost completely orthodox sonata  a l l e g r o  
movement. I t  d isp la y s  a slow In tro d u c tio n ,  c o r re c t  p i t c h  r e l a t i o n ­
sh ip s ,  c o n t r a s t in g  them atic  m a te r ia l ,  and even a device  corresponding 
to  the  t r a d i t i o n a l  "pounding of the  dominant" j u s t  before  the  
r e c a p i tu l a t i o n .  The l a s t  measures o f the  f i r s t  movement a n t i c i p a t e  the 
beginning o f the  second movement, and the l a s t  measures o f  the  second 
movement r e c a l l  the  beginning of the f i r s t  movement. The te t r a c h o r d a l  
s t r u c tu r e s  emphasized a re  used to  s tren g th en  t h i s  i n t e r r e l a t i o n s h i p .
In  the  f i r s t  movement, row forms a re  used su cc e ss iv e ly ,  never 
s im ultaneously . T heir  o rdering  suggests s t ro n g ly  t h a t  they  were chosen 
fo r  t h e i r  p ro p e r t ie s  of i n t e r r e l a t io n s h ip .  In  the  second movement, row 
forms a re  used s im ultaneously  and in  l i n e a r  combination. The choice 
of row form seems to  depend on p ro p e r t ie s  of small p o r t io n s  of i t  which 
permit r e p e t i t i o n  or v a r ian ce  of p i tc h  aggregates  or sequences, or 
which can be combined w ith  o th e r  forms to  produce p i t c h  p a t te rn s  not 
o b ta in ab le  from the  row forms perm itted .
190
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In  the  f i r s t  movement, m otiv ic  p a t te rn s  a re  in te rd ep en d en t,  
derived  r a th e r  obviously  from common m a te r ia l .  In the  second move­
ment, the  m o tiv ic  p a t te rn s  a re  much more h igh ly  developed, c o n tra s t  
s t ro n g ly  w ith  each o th e r ,  and e x i s t  in  a much wider v a r i e ty  than  in  
the  f i r s t  movement.
One could almost make the  g e n e ra l iz a t io n  th a t  the  f i r s t  move­
ment i s  the  p r im it iv e  working out of the  ideas  which give th e  Trio  
i t s  coherence. On the  o th e r  hand, the  second movement p re sen ts  
th ese  ideas  on a more s o p h is t i c a te d ,  more i n t r i c a t e  le v e l .  The p i tc h  
s t r u c t u r e .o f  the  work seems to  provide an op p o rtu n i ty  to  observe the  
ways in  which Webern a t ta in e d  m astery over tw elve-tone techn ique .
I n te r r e l a t io n s h ip s  of the  Row Forms Used
In o rder  to  understand what i s  a c tu a l ly  happening on the  p i tc h  
s e r i a l  le v e l  in  the  T r io ,  the  au thor th in k s  i t  i s  e s s e n t i a l  to  in ­
v e s t ig a te  the  p o s s i b i l i t i e s  in h e re n t  in  th e  b a s ic  row form i t s e l f ,  
and i t s  r e la t io n s h ip  to  th e  o th e r  fo r ty -sev en  p e rm iss ib le  row forms 
which a re  r e l a t e d aunder the  o pera tions  of r e t ro g r e s s io n ,  in v e rs io n ,  
and t r a n s p o s i t io n .  To s im p lify  the p rocess  of computing th ese  
r e l a t io n s h ip s ,  the  fo llow ing  n o ta t io n  i s  used:
Each p i tch ' c la s s  i s  rep resen ted  by a re s id u e  c la s s  of N/(12) 
as  fo llow s:
Eb = 0 , E = 1, F = 2, . . . , D = 11.
Note th a t  the  in te g e r  r e p re se n t in g  each p i t c h - c la s s  measures i t s  
d is ta n c e  from Eb in  sem itones; th u s ,  the in t e r v a l  o f  Eb to  A can 
be rep resen ted  as 6.
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A row form I s  then  n o ta ted  as a sequence of twelve numbers 
from 0 to  11, each number appearing only once. To tran sp o se  a 
row form, add a number corresponding to  the  number o f  semitones 
contained  In  the  m usical in t e r v a l  of t r a n s p o s i t io n .  Thus, I f  one 
wants to  transpose  P 0 up a major t h i r d ,  he would add 4, s ince  
a major th i r d  con ta ins  four sem itones, to  each number o f  P 0.
A ll  a d d i t io n ,  o f  course , must be su b jec t  to  modulo 12; th a t  l a ,
I f  a number g re a te r  than  12 la  ob ta ined , 12 or m u l t ip le s  o f  12 
a re  su b trac ted  from I t  u n t i l  a number between 0 and 11 I s  ob ta ined . 
S im ila r ly ,  i f  a number l e s s  than  0 i s  ob ta in ed ,  12 o r  m u lt ip le s  
o f  12 a re  added u n t i l  a number between 0 and 11 Is  ob ta ined .
In v e rs io n  o f  a row form tak es  two s te p s .  F i r s t ,  every number 
of th e  row form Is  su b trac ted  from 12. Then, one must add twice 
th e  number value of the  f i r s t  number o f  th e  transposed  row form 
d e s i r e d .  Thus, I f  one wanted to  o b ta in  I  4 from P 2, I  10 would 
be obta ined  f i r s t  by s u b t r a c t io n ,  and then  the  r e s u l t  would be 
transposed  to  the  le v e l  o f  I  4. A l te rn a te  a lgorithm s fo r  Invers ion  
e x i s t ,  and can be found w ith  a l i t t l e  p r a c t i c e .
The process of re t ro g ra d in g  the row form reduces  I t s e l f  to  
w r i t in g  down the numbers In rev e rse  o rd e r .  Then P 0 and R 0 a re  
I d e n t i f i e d  w ith  the  same numerical sequence.
I t  can be shown th a t  I f  any two tw elve-no te  s e r i e s  have a 
c e r t a in  r e l a t io n s h ip  o r  s i m i l a r i t y ,  t h i s  r e l a t i o n s h ip  w i l l  remain 
r e l a t i v e l y  the  same I f  bo th  forms a re  In v e r ted ,  re t ro g rad e d ,  or 
m u s ic a l ly  transposed  to  the  same degree. This s ta tem ent c a r r i e s  
an a d d i t io n a l  co n d it io n  th a t  the  a x is  o f  In v e rs io n  be s p e c i f i c a l l y




In  a h o r t ,  t h i s  s ta tem ent says t h a t ,  g iven any two row forms, soy 
R I  1 and R 6, success ive  o p e ra t io n s  w i l l  not change t h e i r  r e l a t i v e  
s i m i l a r i t i e s .  R etrograding  bo th  forms y ie ld s  I  1 and P 6, and 
t r a n sp o s in g  bo th  to  the  same le v e l  y ie ld s  I  7 and P 0. I f  the  b a s ic  
row form of the T r io  i s  used f o r  these  row formg, a l l  o f  th ese  p a i r s  
a re  hexachorda lly  com b in a to ria l .
The m athem atical p roof of t h i s  remarkable p ro p e r ty  can be p e r ­
formed e i t h e r  by co n sid e rin g  a row form to  be a perm uta tion  o f  in te g e r s  
modulo 12, or by c o n s id e r in g  i t  as a s tep  fu n c tio n .  In  e i t h e r  case , 
the  proof r e s t s  on two c h a r a c t e r i s t i c s  o f  the  system of c l a s s i c  
tw elve-tone  te chn ique . The f i r s t  o f  these  c h a r a c t e r i s t i c s  i s  th a t  
any of the  p e rm is s ib le  o p e ra t io n s  or any combination of these  opera­
t i o n s , ,  ap p lied  to  any set: o f  f o r ty - e ig h t  row forms generated  accord ing  
to  the  r u l e s  o f  t h i s  technique} y ie ld s  p re c i s e ly  the  same f o r ty -  
e ig h t forms. The second c h a r a c t e r i s t i c  i s  th a t  a l l  v a r i a n t s  produced 
by any one of th e se  o p e ra t io n s  form a mathematical c y c l i c  group. The
group c o n s i s t in g  of the  products  of these  op e ra tio n s  i s  one of 
r e l a t i o n s h ip s ,  no t o f  e lem ents , fo r  no row form need be taken  as 
an id e n t i t y  e lem ent. The o p e ra tio n s  of re tro g rad e  and in v e rs io n  each 
haver period  2, and the  o p e ra t io n  of t r a n s p o s i t io n  has period  12.
The o p e ra t io n s  do not commute under o rd ina ry  co n d it io n s ,  a lthough  
the  row form sequence g e n e ra t in g  the  s e t  of f o r ty - e ig h t  forms may 
be such th a t  some o f the  f o r ty - e ig h t  forms a re  d u p l ic a te s  o f  each 
o th e r ,  and the  s t r u c tu r e  o f th e  la rg e  group i s ,  as a r e s u l t ,  
d e g e n e ra te .*
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T ran sp o s it io n s  of th e  b a s ic  row form a re  c a l le d  Prime, and a re  
re p re se n te d  by the  Symbol P n, where n equa ls  the  In te g e r  va lue  o f  
the  f i r s t  p i t c h  c la s s  o f  the  row form . Thus, P 0 I s  the  f i r s t  row 
form o f  th e  T r io ; P 6 I s  I t s  t r a n s p o s i t io n  by a t r i t o n e ,  beginning 
on A.
T ran sp o s it io n s  o f  th e  re t ro g ra d e  a re  c a l le d  R n , where n equals  
th e  In te g e r  va lue  of the  l a s t  p i t c h  c la s s  of the  row . This  system 
of numbering s im p l i f ie s  i d e n t i f i c a t i o n  o f  row c h a r a c t e r i s t i c s ,  
because R 0 w i l l  have s im i la r  i n v a r i a n t  and aggregate  p a t te r n s  to  
P 0 as i s  so c l e a r ly  evidenced in  the  opening measures o f  the  T rio  .. 
F u r th e r ,  P 0 re tro g rad ed  i s  e x a c t ly  R 0, and R 0 re tro g rad ed  i s  
e x a c t ly  P 0.
T ran sp o s i t io n s  o f  the  in v e rs io n  a re  c a l le d  I  n , where n equals  
th e  i n te g e r  va lu e  o f  the  f i r s t  p i t c h  c la s s  o f  the  row. This number­
in g ,  as w i l l  be shown l a t e r ,  p re s e n ts  some com putational problems, 
bu t th e  ease  o f  s p o t t in g  r e l a t io n s h ip s  between row forms i s  more 
than  ample compensation. The in v e rs io n  o f I  n i s ,  o f  cou rse , P n .
R I  n i s  considered the  re t ro g ra d e  o f  any I  n , and i s  numbered, 
as a re  the  o th e r  re tro g rad e  forms, by th e  l a s t  p i t c h  c la s s  of the  
row. The re t ro g ra d e  in v e rs io n  of R I  n i s  P n ; i t s  in v e rs io n  i s  
R n ;  and i t s  re t ro g rad e  i s  I  n.
I t  can be shown th a t  i f  the row numberings a re  so d e f in ed ,  and 
a r e l a t io n s h ip  can be proven to  e x i s t  between two row forms, and 
th e se  forms a re  opera ted  upon in  the  same manner by the  above 
o p e ra t io n s ,  o r  i f  they a re  transposed  by the  same in te g e r  v a lue , 
th e  r e l a t io n s h ip  w i l l  ho ld . For example:
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I t  i s  known th a t  P 0 i s  hexachordally  com bina to ria l  w ith  I  7.
In  th e  second movement, R I  1 and R 6 occur s im u ltaneously . Is  
t h i s  l a t t e r  p a i r  o f  rows hexachordally  com bina toria l?
R I  1 : R 6 as I  1 : P6 as  I  7 : P 0.
And R I  1 i s  shown to  be hexachordally  com bina to ria l  w ith  R6.
I t  i s  then  immediately apparent th a t  i t  i s  of the  utmost 
importance to  d isco v e r  the  r e la t io n s h ip s  o f  a l l  th e  p e rm iss ib le  
row forms to  one of them do th a t  t h e s e . r e l a t i o n s h ip s  can be app lied  
to  a l l  p o s s ib le  p a i r s  of these  row forms. I t  i s  im m ateria l which,
row form i s  taken  as the  po in t of o r ig in ,  bu t to  .po d e s ig n a te  the
f i r s t  row form of the work has become customary.
The f i r s t  row sta tem ent of the Trio  i s  as fo l lo w s :
0 1 5 4  11 10 6 7 2 3 8 9
Eb E Ab G D C# A Bb F F# B C
The fo llow ing  semitone ad jacenc ies  occur:
0 1  2 3  4 5  6 7  8 9  10 11
Eb E F F# 0 Ab A Bb B C C# D
A ll  o f  th e se  semitone ad jacenc ies  have the  same normal form,
0 1; and a l l  a re  the  r e s u l t  of t r a n s p o s i t io n  by an even in te g e r .
As a m a tte r  o f  f a c t ,  a l l  the  re s id u e  c la s s e s  modulo 12 which a re  
even in te g e r s  tran sp o se  the  form 0 1 in to  one of th e se  a d ja c e n c ie s .
We can thus  deduce th a t  the  adjacency 0 1 appears  i n  a l l  even 
t r a n s p o s i t io n s  o f  prime (P 2 n) i f  the o rd e r in g  of the  adjacency 
i s  d is re g a rd e d .  The re tro g rad e  o f 0 1 i s  1 0, which has the  normal 
form o f  0 1 a l s o ;  th u s ,  by a s im ila r  p ro cess ,  i t  i s  deduced t h a t ,  
o rd e r  d is re g a rd e d ,  0 1 a lso  appears in  a l l  even t r a n s p o s i t io n s  o f  the
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re tro g rad e  form. The in t e r v a l  (2 3) o r  T 2: (0 1) then appears in  
a l l  even t r a n s p o s i t io n s  o f  prime and r e t ro g r a d e ;  and one can eventu­
a l l y  deduce th a t  a l l  th e se  and no o th e r  semitone ad jacenc ies  w i l l  
be found in  a l l  even t r a n s p o s i t io n s  o f  prime and re t ro g ra d e .  Any 
odd t r a n s p o s i t io n  of (0 1) w i l l  produce a semitone adjacency th a t
does not f a l l  i n to  th a t  p a t t e r n :  1 2, 3 4, 5 6 , 7 8f 9 10, 11 0.
Since i t  i s  known th a t  a l l  even t r a n s p o s i t io n s  o f  prime and r e t r o ­
grade co n ta in  l i k e  semitone a d ja c e n c ie s ,  i t  i s  c le a r  th a t  those 
row forms produced by tran sp o s in g  a l l  of the even t r a n s p o s i t io n s  
o f prime and re tro g rad e  by the  same in te g e r  w i l l  have the  same 
semitone ad jac e n c ie s ,  and th a t  th e se  a d ja c e n c ie s ,  in  the  case of 
an odd t r a n s p o s i t io n ,  a re
1 2  3 4  5 6  7 8  9 10 11 0
E F F# G Ab A Bb B C C# D Eb
T herefo re , i t  can be g e n e ra l iz ed  th a t  a l l  odd t r a n s p o s i t io n s  of the 
prime and re tro g rad e  have the  same semitone ad jac e n c ie s ,  bu t none 
o f  the semitone ad jacen c ie s  p resen t  in  the  even t r a n s p o s i t io n s  of 
prime and re t ro g ra d e .
On the  o th e r  hand, the in v e rs io n  o f  the  row p re sen ts  the  same 
in t e r v a l s  as the prime, w ith  t h e i r  o rd e r  re v e rse d ;  th a t  i s  a r i s i n g  
semitone becomes a f a l l i n g  semitone. Thus, the  in v e rs io n  of our 
row form must have the same c h a r a c t e r i s t i c s  o f  semitone adjacency 
as th e  prime; and a lso ,
P 0 : P 2 as  1 0 : 1 2  and P O : R 0 as I  0 : R I  0. 
Thus i t  i s  in fe r r e d  th a t  a l l  even t r a n s p o s i t io n s  of the  in v e rs io n  
and re tro g rad e  in v e rs io n  co n ta in  the  same semitone a d jacen c ie s ;
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but which? The f i r s t  two p l tc h -c la s s e s  of I  0 a re  (0 11); I t  Is  
In fe r r e d  as In  the  case of the  prime s e t ,  t h a t  (0 11) appear In  
a l l  even t r a n s p o s i t io n s  of the Invers ion  and re tro g rad e  Inve rs ion , 
and s im i la r ly ,  t h a t  even t r a n s p o s i t io n s  of (0 11) a l s o  appear In  
th ese  forms. Thus, th e  p a t te r n  of semitone adjacency In the  even 
t r a n s p o s i t io n s  o f  the  Invers ion  and re tro g rad e  In v e rs io n  I s  the  
same as  I t  I s  In  the  odd t r a n s p o s i t io n s  o f the  prime and re t ro g ra d e ,  
f u r th e r ,  s ince
P 0 : ?  1 a s  I  0 : I  1, P 2 : F 3 as  I  2 : I 3 ,  . . . 
t h a t  I s ,  co n ta in in g  the opposing semitone ad jacency , odd t r a n s ­
p o s i t io n s  o f  the  In v e rs io n  and re tro g rad e  In v e rs io n  con ta in  the  
semitone adjacency of the  even t r a n s p o s i t io n s  o f  the prime and 
re t ro g ra d e .  Each o f the  f o r ty - e ig h t  row forms thus  conforms to  
e x ac t ly  one of th ese  semitone adjacency p a t te rn s .  One need find  
only one semitone adjacency w ith in  a row form to  know what the  o the r  
f iv e  must be, s in ce  the  two s e t s  of semitone ad jacen c ie s  a re  • 
m utually  ex c lu s iv e .  In  f a c t ,  even t r a n s p o s i t io n s  o f  the prime form 
and odd t r a n s p o s i t io n s  of the in v e rs io n , w ith  t h e i r  r e t ro g ra d e s ,  
a re  m athem atica lly  speaking even perm utations o f  the  b a s ic  row form.
Odd t r a n s p o s i t io n s  o f  the prime, even t r a n s p o s i t io n s  o f  the  in v e r ­
s io n ,  and t h e i r  r e t ro g ra d e s  are  odd perm utations of the  b a s ic  row 
form.
Next, p o ss ib le  t r i c h o r d a l  s t ru c tu re s  a re  examined. When they 
are  reduced to  normal form,
0 1 5  0 1 6  0 4 5  0 5 6  (p i tc h  o rder d is regarded)
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
198
the  th i rd  I s  an in v e rs io n  o f  the f i r s t ,  and the fo u r th  i s  an in ­
v e rs io n  of the  second. T here fo re , some in v e rs io n  row form e x i s t s
in  which the  con ten ts  o f  the f i r s t  t r ic h o rd  of F 0 i s  found in  the
th i r d  hexachord, and the con ten ts  of the  second t r ic h o rd  s im i la r ly  
w i l l  be found in  th e  fo u r th  hexachord o f  some in v e rs io n  row form.
The a c tu a l  p i t c h - c l a s s  con ten t of the t r i c h o rd s  of P 0 i s  now 
examined:
0 1 5  10 11 4 2 6 7  3 8 9
Eb E Ab C# D G F A Bb F# B C
(p i tc h  o rder d isregarded )  
The l a s t  two t r i c h o rd s  of I  0, found by tak in g  th e  in v e rse ,  modulo 
12 o f  each p i tc h  c l a s s ,  a re :
10 6 5 9 4 3
C# A Ab C G F#
(In  ascending o rd e r :  5 6 10 3 4 9)
Now, i f  the  con ten t of the th i r d  t r i c h o rd  i s  to  equal the  con ten t 
o f  the f i r s t  hexachord of P O, 7 must be added to  each p i t c h - c la s s  
( th a t  i s ,  transposed  by a p e r fe c t  f i f t h ) :  5 plus 7 i s  0; 6 p lus  7
i s  1; and 10 plus 7 i s  5 (a d d i t io n  modulo 12). Adding 7 
to  the  fo u r th  t r i c h o rd  of I  0 y ie ld s  the  same r e s u l t ,  and in  in v es ­
t ig a t i n g  t r i c h o r d a l  r e l a t io n s h ip s  one stumbles upon the more im­
p o r ta n t  hexachordally  com binatoria l r e la t io n s h ip .  The o pera tions  
th a t  were used were in v e rs io n  and t r a n s p o s i t io n  by the  in te g e r  7. 
Thus, I  7 i s  the form d e s i r e d :
1 7 :  7 6 2  3 8 9  1 0 5  4 11 10
Bb A F F# B C E Eb Ab G D C#
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P 0 :  0 1 5  4  11 10 6 7 2  3 8 9
Eb E Ab G D C# A Bb F F# B C
Moreover, w ith  the  excep tion  of the in t r a v e r s io n  1 0, the p i tc h -
c la s s  o rd e r in g  of the second hexachord of 1 7 d u p l ic a te s  th a t  o f
the  f i r s t  hexachord of P 0; s im i l a r i l y  the  p i t c h - c l a s s  o rd e rin g  of 
the  f i r s t  hexachord of I  7, excepting  the in t r a v e r s io n  7 6, d u p l ic a te s  
th a t  of the  second hexachord of P 0. The con ten t o f  t r i c h o r d a l  as 
w e ll  as hexachordal p i tc h  aggregates  i s  unchanged.
P 0 i s  always hexachordally  com binatoria l w ith  R 0, re g a rd le s s  
of the b a s ic  row form s e le c te d .  Are th e re  any o th e r  such r e l a t i o n ­
sh ips  between our P 0 and another form?
The normal form of the  hexachords of P 0 i s :
0 1  2 3 6 7  0 1 2 3 8  9.
Since the normal forms a re  unequal, no t r a n s p o s i t io n  of prime can 
re v e rse  the  con ten t of the f i r s t  and second hexachords.
The normal form of the  hexachords o f  R I  i s :
0 1 2 3 6 7  0 1 2 3 8  9.
Since the  normal form of the f i r s t  hexachords of P and R I  a re  
e q u a l ,  the  normal forms of t h e i r  complements ( the  second hexachords 
o f  P and R I)  a re  a l s o  equal. Again, th e re  i s  no t r a n s p o s i t io n  of 
R I  in  which the  content of the f i r s t  hexachord of P 0 can appear 
in  the second hexachord of the  new row form.
T here fo re , i t  i s  concluded th a t  the only hexachorda lly  c o m b in ­
a t o r i a l  r e l a t io n s h ip s  among our se lec ted  row forms correspond to  the  r e ­
la t io n s h ip s  P 0 : R 0 and P 0 : I  7. The fo llow ing a n a ly s is  shows
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t h a t  th ese  r e l a t io n s h ip s  a re  of g re a t  s t r u c t u r a l  Importance in  the  
T r i o . They are  gen era l ized  as the  a rch  concept, and give reason  fo r  
t r a n s p o s i t io n  o f  e n t i r e  s e c t io n s  a t  th e  in t e r v a l  of a p e r fe c t  f i f t h .
The te t ra c h o rd s  o f  P 0 have the normal form,
0 1 4 5  0 1 4 5  0 1 6 7
Since the  normal form of the  in v e rs io n  of O 1 4 5 i s  a lso
0 1 4 5, i t  i s  apparent t h a t  the  p i t c h - c l a s s  con ten t of the
f i r s t  te t ra c h o rd  can be found in  the  second te t ra c h o rd  o f  a t r a n s ­
p o s i t io n  of P 0, and a lso  th a t  of some in v e rs io n .  In  t h i s  case , 
the  re tro g rad e  and re tro g rad e  In v e rs io n  row forms w ith  t h i s  p roperty  
w i l l  be re t ro g rad e s  of the prime and in v e rs io n  row forms which 
a re  sought.
The a c tu a l  p i t c h - c l a s s  con ten t of th e  second te t ra c h o rd  o f P 0
i s :
6 7 10 11
A Bb C# D
T ran sp o s i t io n  by the  a d d i t io n  of the  in te g e r  6 ( t r i t o n e )  g ives the  
d e s ired  r e s u l t ;  and, s ince  the  a c tu a l  p i t c h - c l a s s  con ten t of the  
f i r s t  hexachord i s  0 1 4 5, t h i s  t r a n s p o s i t io n  a l s o  r e s u l t s  in
the  con ten ts  of the  second hexachord of P 0 being t r a n s fe r r e d  to  the 
f i r s t  hexachord of the new form; moreover, t r a n s p o s i t io n  by the
in te g e r  6 w i l l  not change the content of the th i r d hexachord:
P 6: 6 7 11 10 5 4 0 1 8 9 2 3
A Bb D C# Ab G Eb E B C F F#
P 0: 0 1 5 4 11 10 6 7 2 3 8 9
Eb E Ab G D C# A Bb F F# B C
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Using the same procedures as used in  in v e s t ig a t i n g  t r i c h o r d a l  
s t r u c t u r e ,  i t  i s  determined th a t  I  11 g ives a s im i la r  d i s t r i b u t i o n :
11 10 6 7  0 1 5 4  9 8 3 2
D C# A Bb Eb E Ab G C B F# F
Note t h a t  the  o rdering  o f the f i r s t  two te t r a c h o rd s  i s  preserved 
in  t h i s  form, and th a t  the  l a s t  te t ra ch o rd  i s  re t ro g rad e d .
Another te t r a c h o rd a l  grouping i s  o f  importance in  the T r io , 
the normal form being  as fo l lo v a  by te t r a c h o r d a l  group ing :
0 1  0 1 6 7  0 1 4 5  0 1.
The th i r d  te t ra c h o rd  of P 0 may then appear as the  f i r s t  f u l l
te t ra c h o rd  of the new form, while  the  f i r s t  or the  second t e t r a ­
chord o f P 0 would appear as the  second f u l l  te t r a c h o rd  of the  
new form:
P 4 : 4 5  9 8 3 2  10 11 6 7  0 1
G Ab C B F# F C# D A Bb Eb E
Using t h i s  grouping, P 11 can be arranged as fo l lo w s :
P 6: 6 7  11 10 5 4  0 1 8 9  2 3
A Bb D G# Ab G Eb E B C F F#
O bta in ing  new p i t c h - c l a s s  v a lu es  fo r  th e  s t r e s s e d  te t r a c h o r d s ,  we 
can "modulate" through t h i s  form to
P 8: 8 9 1 0  7 6 2 3  10 11 4 5
B C E Eb Bb A F F# C# D G Ab 
Obviously, the same r e s u l t  can be obtained w ith  p i t c h - c l a s s  content 
transposed  to  d i f f e r e n t  te t ra c h o rd s  by regrouping  P 0 and "modulat­
ing" to  P 2. F u r th e r ,  one could regroup P 2 and "modulate" to  P 4,
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re p e a t  the  p rocess  from P 4 to  P 6 and thus r e tu r n  to  the  o r ig in a l  
t e t r a c h o r d a l  p i t c h - c l a s s  c o n ten t .  Thus, the r e la t io n s h ip s  among 
the even t r a n s p o s i t io n s  o f  the  prime which a re  d iscussed  above 
in  a broad sense a re  more sharp ly  brought in to  focus. Under the 
same co n d it io n s  o f  t r a n s p o s i t io n  and regrouping , these  r e l a t io n s h ip s
w i l l  a l so  hold fo r  any s e r i e s  o f  odd or even t r a n s p o s i t io n s  o f  a
prime, r e t ro g r a d e ,  in v e r s io n ,  or re tro g rad e  in v e rs io n .
The c lo s e s t  r e l a t io n s h ip  of te t r a c h o rd a l  o rdering  i s  found
between a row form and i t s  in v e rs io n  transposed  up a major seventh 
( in te g e r  va lue  11) :
P O :  0 1 5 4  11 10 6 7  2 3 8 9
P 11:  11 10 6 7  0 1 5 4  9 8 3 2
The f i r s t  two te t r a c h o r d s  occur, in  rev e rse  o rd e r ,  w ith  the  same 
p i tc h  c la s s  co n ten t  and o rd e r in g ;  the  t h i r d  te t ra c h o rd  i s  e x a c t ly  
re tro g rad ed .
The te t r a c h o r d a l  and semitone adjacency systems of odd and even 
perm utations o f  th e  b a s ic  row form used in  the  Trio  e x h ib i t  p re ­
c i s e ly  the same in t e r n a l  r e l a t io n s h ip s ,  as described  above, bu t a re  
m utually  e x c lu s iv e .  T e tracho rda l l in k s  between these  two systems 
e x i s t ,  based on the  presence o f  dyadic in v a r ia n ts  o th e r  than th a t  
o f  a semitone w i th in  the  te t ra c h o rd s  considered . Within e i t h e r  
system, such a dyadic in v a r ia n t  w i l l  imply te t ra c h o rd s  of l ik e  
c o n ten t ,  because each p i tc h  c la s s  i s  un ique ly , in e v i ta b ly  a sso c ia te d  
w ith  ano ther p i tc h  c la s s  a semitone away. A dyadic  in v a r ia n t  of 
t h i s  type between two row forms which do not belong to  the  same 
system im plies  u n lik e  te t r a c h o r d a l  c o n ten t :
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P 0: 5 4 11 10 P 8: 10 11 4 5 but
P 7: 3 4 11 10
y e t  the two common members of the te t ra c h o rd s  of P 0 and P 7 can 
be used as a l in k  between these  row forms, I f  the p i tc h - c la s s e s  in ­
volved are  favorab ly  voiced.
In F igures  5, 6 and 7, ad jacen t dyadic in v a r ia n ts  are  not 
enclosed in  p a ren th eses ;  dyadic in v a r ia n ts  occu rr in g  w ith in  a 
te t r a c h o r d ,  but whose members are  not ad jacen t  b u t  occupy correspond­
ing p o s i t io n s  in  the  row forms considered , a re  enclosed in  
p a ren th eses .
F igure  5 shows follow ing in te r v a l s  which occur in  P 0 and 
t h e i r  in v a r ia n ts  under the  above c o n d i t io n s :  1 5, 4 11, 10 6,
7 2, 3 8, and the t r i t o n e  (3 9) which i s  not an adjacency but 
g en era te s  one of the b a s ic  te t r a c h o rd a l  forms. Retrograde forms, 
o f  course , co n ta in  id e n t i c a l  adjacency p a t te rn s  w ith  reversed  p i tc h  
o rd e r ;  they a re ,  th e re fo re ,  omitted from th i s  t a b le .
The te t r a c h o r d a l  s t ru c tu re  r e la t io n s h ip s  o ccu rr ing  among even 
t r a n s p o s i t io n s  of prime forms, d iscussed  above, a re  supported by 
the  evidence of th i s  t a b le ;  P 6 has fou r  p o ss ib le  te t ra c h o rd s  in  
common. The in te r v a l  3 9 i s  not considered h e re ,  because 
i s  in e v i ta b ly  r e la te d  to  3 8 in  even perm uta tions , as an examination 
of the  p o s s ib le  row forms shows. The r e l a t io n s h ip s  of in v e rs io n  
row forms tp  P 0 i s  shown in  Figure 6.
Dyadic in v a r ia n ts  which a re  ad jac e n t  between two row 
forms which a re  both odd or both  even imply not only id e n t i c a l  
p i tc h -c o n te n t  of the te trach o rd  aggregates  involved but a lso  th a t
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P ig . 5. Dyadic In v a r ia n t  R e la t io n sh ip s ,  Prime Row Forms,
T r to ,  opus 20
P 0: 1 5 4 11 10 6 7 2 3 8 (3 9)
P 1: (1 5) 8 3 (3 9)
P 2: (4 11) (2 7)
P 3: (10 6) 7 2 (3 8)
P 4: (10 6) 8 3 (9 3)
P 5: (4 11) 6 10 (7 2) (9 3)
P 6: (5 1) (11 4) (6 10) (8 3) (9 3)
P 7: 5 1 (9 3)
P 8: 11 4 (7 2)
P 9: 4 11 - (2 7) (8 3)
P 10: (5 1) (3 8) (3 9)
P 11: (5 1) (11 4) (10 6) 2 7 (3 9)
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Fig . 6. Dyadic In v a r ia n t  R e la t io n sh ip s ,  In v e rs io n a l  Row
Forms, T rio , opus 20
P 0: 1 5 4 11 10 6 7 2 3 8 (3 9)
I  0: (1 5) (6 10) (7 2) (9 3)
I  1: (1 5) (4 11) (6 10) (2 7) (8 3) (9 3)
I  2: (3 8) (3 9)
I  3: 11 4
I  4: (4 11) 6 10 (2 7)
I  5: (5 1) (6 10) (3 8) (3 9)
I  6: 5 1 11 4 2 7 (3 9)
I  7: (1 5) 4 11 (7 2) 3 8 (3 9)
I  8: (8 3) (3 9)
I  9: (4 11) 2 7
I  10: (11 4) (10 6) 7 2 3 8
I  11: 1 5 10 6 8 3 (9 3)
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F ig . 7. T e tracho rda l In v a r ian t  R e la t io n sh ip s ,  T r io , opus 20
p 0, I 1, R 4, R I 9 0 1 4 5 (0 1 8 9)
p 2, I 3, R 6, R I 11 0 1 6 7 (2 3 8 9)
p 4, I 5, R 8, R I 1 0 1 4 5 (4 5 8 9)
p 5, I 6, R 9, R I 2 0 1 3 4 (5 6 8 9)*
p 6, I 7, R 10, R I 3 0 1 2 3 (6 7 8 9)
p 7, I 8, R 11, R I 4 0 1 1 2 (7 8 8 9)*
p 8, I 9, R o, R I 5 0 0 1 1 (8 8 9 9)
p 9, I 10, R 1, R I 6 0 1 1 2 (8 9 9 10)*
p 10, I 11, R 2, R I 7 0 1 2 3 (8 9 10 11)
p 11, I o, R 3, R I 8, 0 1 3 4 (8 9 11 0 )*
*used as t r a n s i t i o n s  between odd and even perm utations .
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t h e i r  o rdering  be i d e n t i c a l  or r e t r o g r e s s i v e ly  r e l a t e d ,  in  which 
case the  p i tc h  o rder  of the  adjacency i s  reversed  between the  two 
forms* I t  i s  c le a r  th a t  only I  11 m ain ta ins  t e t r a c h o r d a l  p i tc h -  
con ten t while m ain ta in ing  the  exac t o rder o f  the f i r s t  two t e t r a ­
chords and re t ro g ra d in g  the th i r d  t e t r a c h o r d ,  as p re v io u s ly  
shown. These r e l a t io n s h ip s  a re  shown in  F igure  7.
I t  must be c l e a r ly  understood th a t  these  F igures  can be so 
read  only because of the unique sem itone-adjacency s t r u c tu r e  of the  
b a s ic  row form. The r e s u l t s  ob ta ined  cannot be g en e ra l iz ed  to  
app ly  to  p i tc h  s t r u c tu r e s  generated  by o th e r  b a s ic  row forms.
Five d i s t i n c t  te t ra c h o rd s  co n ta in in g  two semitone ad jacenc ie s  
each can be derived  from any of th e se  row forms. T heir  normal 
forms a re :
0 1 4 5  0 1 4 5  0 1 6 7
0 1 6 7  0 1 4 5
Note th a t  only two normal forms a re  necessa ry  to  d esc r ib e  any of 
these  te t r a c h o rd s .  The o rd e r in g  o f  p i tc h  c la s s e s  w i th in  th ese  
te t r a c h o rd s  a re :
0 1 5 4  5 4 0 1  0 1 6 7
6 7 0 1  4 5 0 1
Not only a re  each of these  o rd e rin g s  unique, but t h e i r  re t ro g rad e s  
a re  a l s o  unique. Then te n  p o ss ib le  t e t r a c h o r d a l  p i t c h - c l a s s  o rd e r ­
ings  e x i s t  among the row forms: s ix  f o r  the  normal form 0 1 4  5, 
and four fo r  the normal form 0 1 6  7. In the  f i r s t  movement 
of the  T r io ,  a g iven row 's  ap p ro p r ia te n ess  in  i t s  con tex t may be 
determined as much by the  o rd e r in g  of i t s  te t ra c h o rd s  as t h e i r
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p i tc h  con ten t and o rder  of appearance.
Unlike te t ra c h o rd s  con ta in ing  non-semitone dyadic  in v a r ia n ts ,  
.occurring only between row forms w ith  the  c o n d i t io n  th a t  one i s  
an odd perm uta tion  of the  other, serve as a s t r u c t u r a l  l in k  between 
th e  systems implied by the odd perm utations and the even perm utations . 
Another means of such "modulation" i s  the  emphasis p laced  on the 
te t ra c h o rd  formed by the  l a s t  two members of a row and the  f i r s t  
two members of th e  succeeding row; obviously , any te t r a c h o r d a l  
s t r u c tu r e  co n ta in ing  two semitone ad jacen c ie s  can be c o n s tru c ted .  
S im ila r ly ,  the  p i tc h  d i s t r i b u t i o n  among the v a r io u s  p a r t s  can have 
the  e f f e c t  o f  sk ipp ing  over p a r t  of the  row, making i t  p o s s ib le  
to  c o n s t ru c t  a te t ra c h o rd  o f ,  say, the f i r s t  and th i r d  semitone 
a d ja c e n c ie s .
The f i r s t  semitone ad jacenc ies  of each te t r a c h o rd  of the 
b a s ic  row form y ie ld  the  normal form 0 1 2  3 4 5, which i s ,
o f  cou rse , hexachorda lly  com binatoria l w ith  i t s  complement.
P 0: 0 1 11 10 2 3
4 5 6 7 8 9
Since the  l a s t  p i t c h - c la s s  of P 0 i s  an odd in te g e r ,  the  r e t r o ­
grade in v e rs io n  form which con ta ins  the same f i r s t  and l a s t  p i tc h -
c la s s  as P 0 i s  a l s o  an even perm utation and p re se rv es  no t only the
d i r e c t i o n  bu t the  con ten t of each semitone ad jacency :
P O :  0 1  5 4  11 10 6 7  2 3  8 9
R I  9: 0 1 6 7  2 3  11 10 5 4  8 9
F u r th e r ,  s ince  the  two f a l l i n g  semitone ad jac e n c ie s  of the  b a s ic  
row form a re  a t r i t o n e  a p a r t ,  which im plies  th a t  the o th e r  four
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can a l s o  be grouped In  a s im i la r  manner, th e  t r a n s p o s i t io n  o£ a 
row form a t  the  t r l t o n e  ( In te g e r  va lue  6) a lso  p reserves  semitone 
adjacency d i r e c t io n .  Thus, P 0, P 6, R I  9, and R 1 3 have the 
same semitone adjacency in t e r v a l  con ten t and d i r e c t i o n ;  t h e i r  
re t ro g ra d e s  R 0, R 6, I  9, and 1 3 re v e rse  the d i r e c t io n  o f  each 
such adjacency.
Another r e l a t io n s h ip  invo lv ing  the f i r s t  two and l a s t  two 
p l t c h - c la s s e s  i s  th a t  o f  the  te t ra c h o rd  formed by the ju n c tu re  of 
any two row forms; fo r  example, the  sequence P 0 - -  P 2 forms the 
te tra c h o rd  9 8 (P 0) — 2 3 (P 2) w ith  a normal form 0 1 6  7. 
Obviously, any te t r a c h o r d a l  con ten t may be formed a t  w i l l  under 
t h i s  c o n d it io n ,  but those  w ith  normal forms corresponding to  those 
of te t ra c h o rd s  o f  the b a s ic  row form a re  o f te n  used.
Since every  semitone adjacency occurs a t  e i t h e r  the  beginning 
o r end o f  some row form in  e i t h e r  a r i s i n g  or f a l l i n g  d i r e c t io n ,  
th ese  te t ra c h o rd s  can have any of 4.' o rd e r in g s ;  th a t  i s ,  a l l  pos­
s ib le  o rd e r in g s  e x i s t .  I f  P 0 i s  the  f i r s t  of two rows, s t r u c t u r a l l y  
s ig n i f i c a n t  te t ra c h o rd s  ( in  normal form) occur as shown in  F igure 6.
I  7 and I  11 gain  added s ig n i f ic a n c e ;  the  te t ra ch o rd  0 1 2  3 
i s  o f te n  sought a f t e r ,  even in  th e  f i r s t  movement. The r e la t io n s h ip  
o f  R 4 and R 8 a re  perhaps a determ in ing  f a c to r  in  the s ig n if ic a n ce  
of th ese  row forms, e s p e c ia l l y  the  l a t t e r .  R I  6 i s  shown to  have 
a d e f i n i t e  p iv o tin g  fu n c t io n ;  the s u b - re la t io n s h ip  between P 11 
and R 3 becomes c l e a r .
»
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F i r s t  Movement
1. E xposition  ("measures 1-21)
Measures 1-3 comprise the  I n i t i a l  a rch .  The row forms used 
a re  P 0 and R 0, and every p i tc h  c la s s  i s  voiced in  ex ac t ly  the 
same manner in  both forms. Of s ig n if ic a n ce  i s  the  prominence of 
Eb-E as the  f i r s t  and l a s t  notes of the  a rch ; F#-C a t  the  ju n c tu re  
of the  two forms, and the  in t ro d u c t io n  of the im portant semitone 
ad jacen c ie s  D-C# and Ab-G as m otiv ic  fragments.
Measures 4-7 comprise the  second arch . Row forms used are  
R I  6, I  11, and P 0. The f i r s t  semitone adjacency of R X 6 and 
the l a s t  o f the  P 0 form the te t rach o rd  C-C#-B-C; f u r th e r ,  R I  6 
and P 0 a re  in v e r s io n a l ly  r e l a t e d  about the  ax is  C-F# in  r e t ro g ra d e .
The r e l a t io n s h ip  i s  emphasized by the i d e n t i c a l  v o ic ing  of C a t  
the  beginning and end of the  a rch . As a r e v e rs a l  of the f i r s t  a rch ,  
C-F# begin and end t h i s  a rch ,  and Eb-E occur a t  the  m idpoint. I  1 1 's 
s trong  s t r u c t u r a l  a f f i n i t y  to  P 0 has been d iscussed .
Measures 8-10 form a t r a n s i t i o n  from what might be ca l led  
the f i r s t  theme a re a ,  c o n s is t in g  of the f i r s t  two a rch es ,  to  the  
second theme a re a .  In measures 1-7, R I  6 i s  the  only odd permu­
t a t i o n ,  and i t s  s trong  s t r u c t u r a l  r e la t io n s h ip  to  P 0 i s  s p e c i f i c a l ly  
e x p lo i te d .  The second theme area shows a dominance of odd permu­
t a t i o n s ,  and measures 8-10 must provide a smooth l in k  between these  
two opposing systems.
The row forms used a re  I  1, R I  4, and I 10. I  1 forms the 
te t ra ch o rd  8 9 0 1 (normal form 0 1 4  5) w ith  the preceding  form,
P 0; f u r th e r ,  i t  begins w ith  the  p i tc h e s  E-Eb. The ju n c tu re  of
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I  10 and P 11 a t  the  end of the  t r a n s i t i o n  la  2 1 11 0, (normal 
form 0 1 2  3 ), and E-Eb Is  s p e c i f i c a l l y  s ta te d  p re c is e ly  a t  the 
ju n c tu re .  The t r l t o n e  correspondence of R I  4 and I  10 Implies 
a sub-arch , as F#-C occurs a t  the  ju n c tu re  as a consequence of the  
te tra ch o rd  F/M»-C#-C (0 1 6  7) these  two row forms a re  used to  
s t r e s s  the  change of semitone adjacency p a t te r n  B-C, near the s t a r t  
o f I  1, which i s  changed to  Bb-B a t  the  s t a r t  of R I  4. S im i la r i ty ,
I  1 ends w ith  G#-G, R I  10 w ith  F#-G. I  1 and R I  4 con ta in  dyadic 
in v a r ia n t  C-F, whereas I  10 con ta ins  i t s  in v e rs io n  F-Bb, p re c is e ly  
the  dyadic in v a r ia n t  of P 0 and P 11.
Measures 10-15 form the f i r s t  s e c t io n  of the th i r d  a rch .
While the p i tc h  s e r i e s  occurring  in  in d iv id u a l  p a r t s  i s  ex p lo ited  
p rev io u s ly ,  no tab ly  in  the  l in k  between the f i r s t  and second 
a rch es ,  v i o l i n s :  C#-D, E-D#, C#-D, i t  does not assume prominence 
before  t h i s  a re a .  The rhythmic p a t te rn s  of the  second theme area 
lend themselves e a s i l y  to  such techn iques , and in  the  measures 
10-15 a d e f in i t e  d i s t r i b u t i o n  of p i tc h  c la s s e s  i s  b u i l t  up, reaches 
a peak in  12-13 ( v io l in ,  G#-A-Bb-A-G#) and i s  d is so lv ed .
The row forms used a re  P l l ,  P 3, R I  10, R 8, and R 3, a l l  
odd perm utations except R 8. The s e c t io n  begins w ith  E-Eb and ends 
w i th  C-F#, both dyads occurring  a t  the ju n c tu re  of row forms. The 
P 3 -  R 3 a rch  r e la t io n s h ip  i s  re in fo rced  by almost id e n t ic a l  
v o ic in g .  I t  can h a rd ly  be co in c id en ta l  th a t  the  l a s t  p i tc h  c la s s  
of P 3 i s  Eb (as  i s  the  f i r s t  of R 3) implying s t i l l  ano ther , 
sm aller  a rc h ;  fo r  R I  10 and R 8 have an in v e rs io n a l  r e la t io n s h ip
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a t  the  a x is  C-F#, as did P 0 and R I  6 in  the second arch .
In  measures 16-19, the  row forms of the  second a rch  a re  used 
as the  midpoint o f  the  th i r d  a rch : R I  6, I  11, and P 0. The a s ­
s o c ia t io n  of C w ith  Eb In  the v io l in  p a r t  perhaps In d ic a te s  a 
temporary r e c o n c i l i a t i o n  of these h e re to fo re  separa ted  p l tc h -  
c la s s e s .  A temporary t r a n s i t i o n  back to  the even perm utation 
system i s  achieved.
In measures 19-21, the  row forms of the  t r a n s i t i o n  from f i r s t  
to  second theme area a re  rep ea ted : I  1, R I  4, I  10, and P 11,
c lo s in g  the  th i r d  a rch  and the e x p o s it io n .  Odd perm uta tions a re  
again  dominant. Q u a s i- re so lu tio n s  involv ing  Eb a re  n o t ic e ab le  
in  the  v i o l i n  p a r t .  Heavy use of harmonics and p iz z ic a to  in  21 
seems to  in d ic a te  a d i s s o lu t io n  of p i t c h - c la s s  r e la t io n s h ip s  
formed in  the ex p o s i t io n .
Looking a t  the  t h i r d  arch  as a whole, one n o t ic e s  sev e ra l  im­
p l ie d  te t r a c h o r d a l  r e l a t i o n s h ip s ,  considering  t h a t  P n , P n + 6, 
I n -  1, I n - 7  co n ta in  the same te t ra c h o rd s .  The r e la t io n s h ip  
o f  P 11 and I  10 occurs a t  the ends of the  a rch . The P 3 system 
i s  used as a t r a n s i t i o n  from P 11 to  the  system of R 8, which im­
p o r ta n t  row form i s  presen ted  fo r  the f i r s t  time h e re .  P 3 and 
R 8 co n ta in  the dyadic in v a r ia n t  C -  E, which occurs sev e ra l  times 
in  the  v io lo n c e l lo  p a r t  in  t h i s  a rea . R 3 has a t r a n s i t i o n a l  
fu n c t io n ,  lead in g  t h i s  time to  R I  6, of P 7 's  te t r a c h o r d a l  system. 
P 7 i s  r e l a t e d  to  P 0 as P 3 i s  r e la te d  to  P 8, and the midpoint 
re tu rn s  us to  the  te t r a c h o r d a l  system of the  f i r s t  a rch  (P 0) .
The next form, I  1, con ta in s  f iv e  common ad jacenc ies  w ith  P 0,
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th e  c lo s e s t  r e la t io n s h ip  p o ss ib le  between an odd and even per­
m uta tion  of the b a s ic  row form. R I  4 i s  r e l a t e d  to  I  1 as P 3 
I s  to  F 0 ; I  10 i s ,  of course, p a r t  of R I  4 ' s  t e t r a c h o r d a l  
system, which i s  none o ther than  th a t  of P 11, our f i n a l  row form 
of the  a rch .
l u r t h e r ,  P 11 and P 3 are linked  by the  te t ra ch o rd  Bb-B-F#-G 
(normal form, 0 1.4 5 ) ,  a v a r i a t io n  of the  F#-G-C#-C te tra ch o rd  
l in k in g  R I  4 and I  10, P 3 and R I  10 a s s o c ia te  Eb-E as the  
c e n t r a l  members of the  same te tra ch o rd  th a t  in troduced  the second 
theme area  - -  D-Eb-E-F ( 0 1 2 3 ) .  R I  10 and R 8, because o f  the  
h e ld -o v e r  D, give a v a r i a n t  te t ra c h o rd  D-C#-G/A-G ( 0 1 6 7 ) ,  in s tead  
of th e  expected C-C#-G#-G. R 8 - -  R 3 g ives  the p iv o ta l  form 
C-B-Eb-D (0 1 3 4 ) ;  R 3 - -  R I  6 re p e a ts  th e  G-F#-C-C# (0 1 6  7) 
te t ra c h o rd  which linked  R I  4 and 1 10, which appears a t  a c ru c ia l  
t r a n s i t i o n  p o in t ,  j u s t  before  the  re s ta tem en t of the second arch  
m a te r ia l .
The dyadic in v a r ia n t  o f  I  10 and P 11, Bb-F, a l s o  appears in  
P 3, R I  10, a l s o  in  con junction  w ith  R 8, aga in  occurs in  R 3 
and R I  6. Later Bb i s  pa ired  w ith  F#, and aga in  w ith  F in  the  r e tu rn  
of P 11. The in te r v a l  A-D, appearing  f i r s t  in  I  11 near the 
m idpoint of the  second a rch ,  occuring aga in  in  I  10, re cu rs  
throughout t h i s  s e c t io n .  P 11 con ta in s  i t s  in v e rs io n  A-E; P 3,
R 1 10, R 3, the  ju n c tu re  o f  R I  6 and I  11 not only co n ta in  but 
emphasize t h i s  in t e r v a l .
Small s t r u c tu r a l  a rches , based on d i r e c t io n  of movement r a th e r  
than  a c tu a l  p i tc h ,  abound in  t h i s  a re a .  Often, one s ide  of the
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a rch  I s  in v e r s io n a l ly  r e l a t e d  to  the  o th e r ,  as In measure 15, v io lo n ­
c e l l o :  C#-C-E-F-C#, where the  normal form of C#-C-E i s  0 1 4, and
t h a t  of E-F-C# I s  a l s o  0 1 4 .  Palindromes a l s o  appear:  the  G#-A-Bb-
A-G# sequence in  measures 12-13 i s  immediately re p ea ted .  As the 
e x p o s i t io n  draws to  a c lo se ,  palindromes become more f r e q u e n t : 
measures 19-20, v i o l i n ,  C#-E-C#; G#-A - -  G-Eb-G-Eb — G#-A. The 
l a t t e r  sequence i s  in troduced  s h o r t ly  a f t e r  A-C#, v io lo n c e l lo ,  which 
l in k s  the  two sequences. Thus one g e ts  a glimpse of the  in terw eaving 
of a rches  and a rch  fragments which pervade much of th e  second 
theme a re a .  The o v e rr id in g  Impression, however, i s  one of forward 
movement and of expansion of id eas ,  in  c o n t r a s t  to  the  more s t a t i c ,  
more c a r e f u l ly  arched f i r s t  theme a rea .
2. Development (measures 22-41)
The development c o n s i s t s  of a sequence of seven row forms which 
i s  re p e a te d :  R I  0, R 1, I  8, R I  5, R 2, R 4, P 4. These row forms
a re  s t ro n g ly  r e l a t e d .
R I O  belongs to  the  te t r a c h o r d a l  fam ily  of R I  6, which i s  
the  f i r s t  odd perm uta tion  to  appear in  the  movement, and re c u rs  a t  
the  midpoint of the  t h i r d  a rch . Moreover, R I O  ends on Eb, the  
f i r s t  p i t c h  c la s s  o f  the movement, and begins w ith  F#, whose s t r u c ­
t u r a l  importance in  th e  e x p o s i t io n  i s  d iscussed  above. R 1, the 
next row form, i s  r e l a t e d  to  R I  0 as P 0 .: I  11, the  c lo s e s t  t e t r a ­
chordal r e l a t i o n s h i p .  I  8 begins "m odulating;"  i t  belongs to
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the  t e t r a c h o r d a l  aystem of P 3, prominent in  the  th i r d  a rch  of the  
e x p o s i t io n .  R I  5 belongs to  the  t e t r a c h o r d a l  system of P 0, and the 
t r a n s i t i o n  In  the t h i r d  a rc h  from P 3 to  P 0 I s  r e c a l le d  here In 
abb rev ia ted  form as the row s t r u c tu r e  r e tu r n s  to  a re g io n  of even 
perm uta tions . Ihe  t e t r a c h o r d a l  modulation from th e  system of P 0 
to  th a t  o f  R 2 to  th a t  of R 4 ta k es  p lace  in  a manner a l s o  r e c a l l i n g  
the  previous modulation. R 4 i s  immediately r e t ro g ra d e d ,  ending 
the s e r ie s  w ith  an arch  the  s iz e  o f  the  f i r s t  a rch  of the  ex p o s i t io n .
No member of the  t e t r a c h o r d a l  fam ily  o f  R 4 p re v io u s ly  appears 
in  the  movement, and t h i s  re t ro g ra d e  serves  to  emphasize i t s  occur­
rence he re .
The f i r s t  s ta tem ent of t h i s  row form sequence comprises measures 
22-30. The f i r s t  s ta tem ent of the sequence begins q u ie t ly ,  b u ild in g  
g ra d u a l ly  in  t e x tu r a l  com plexity  and m o tiv ic  in t r i c a c y  to  a climax 
a t  the  midpoint o f  the  a rch ,  R 4 - -  P 4. Semitone ad jacen c ie s  a re  
in v a r ia b ly  r e a l iz e d  as major sevenths in  t h i s  a re a .  Overlapping 
te t ra c h o rd s  generated  by s u p e rp o s i t io n  of row forms occur throughout 
t h i s  passage. In  measures 23-24, v i o l i n ,  the  t r i c h o rd  F-E-Eb 
appears ,  s im ultaneously  w ith  B-Bb, v i o l a .  This inc idence  i s  echoed 
a t  once by the  complex e n t i t y  D (v io lo n c e l lo )  -C#-C ( v i o l i n ) ,  -B-Bb 
(v io lo n c e l lo ) ,  and D-Eb-E-F, v i o l a .  The D-Eb-E-F aggregate  i s  
in v e r ted  by the  combination of elem ents of d i f f e r e n t  row forms, Eb-E-C#-D, 
and the in v e rs io n  i s  permuted twice w i th  added n o te s :  D-C# (G) -Eb-'E, 
a l s o  r e s u l t i n g  from a combination of row forms, and E-Eb (A) -D-C#.
The l i t e r a l  re t ro g ra d e  o f  A-D-C#-G# (v io la )  -G ( v io l in )
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
216
from R 4 to  P 4, id e n t i c a l  even to  v o ic in g ,  must be noted. In the  
v io lo n c e l lo  p a r t ,  C and F remain co n s tan t:  in  the v i o l i n ,  Bb remains
c o n s tan t .  Of the  p i tc h e s  in te rchanged , th ree  are  the  c ru c ia l  Eb,
E, and F#. The d i r e c t i o n  of Eb-E i s  rev e rse d ,  and F# i s  inve rted  
in  r e g i s t e r ;  t h a t  i s ,  in s te ad  of being a r e l a t i v e l y  high note in  
the  v i o l i n  p a r t ,  i t  i s  r e l a t i v e l y  low and in  the v io lo n c e l lo  p a r t .
The sequence of seven row forms i s  repeated  in  measures 31-40, 
beginning w ith  an almost exac t in v e rs io n  of vo ic ing  of the  f i r s t  
row forms in  the  f i r s t  p a r t  of the development. While t h i s  s e c t io n  
i s  rem in iscen t of f i r s t  a rch  m a te r ia l ,  i t  does not seem th a t  the  
m a te r ia l  of the f i r s t  theme area  i s  r e a l l y  developed m o t iv ic a l ly .  
Somewhat s im i la r  p i t c h - c l a s s  handling  to  th a t  of the  f i r s t  p a r t  
of the development occurs , along w ith  a more and more f ree  i n ­
v e rs io n  of v o ic in g .  In  measures 35-37, the  v i o l i n  p a r t  re a d s :  
F-E-Eb-D-C#-D-D-C#, w ith  each of th ese  semitone adjacencies- given 
a r e g i s t r a t i o n  of a major seventh .
Beginning w ith  measure 37, a d e f in i t e  r e c a l l  of the  second 
theme m otiv ic  m a te r ia l  takes  over. The emphasis on A - r  
a t r i t o n e  away from Eb - -  may have been intended as a rudim entary 
"pounding of the  dom inant."  The ju n c tu re  of R 4 and P 4 passes 
without in c id e n t .  One's a t t e n t io n  has been drawn away from the 
s t r u c tu r a l  im p lic a t io n s  of the  row forms, in  s trong  c o n tra s t  to  
the  s i t u a t i o n  of the  f i r s t  s ta tem ent of the seven row s e r i e s .
3. R ecap i tu la t io n  (measures 41-65)
The row forms of the  ex p o s i t io n  are almost l i t e r a l l y  rep ea ted ,
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S tru c tu a l  Im p lica t io n s  a re  d i f f e r e n t l y  handled, however, and ex­
cep tions  are  noted.
In  measures 41-42, the  row forms of the  f i r s t  a rch  a re  repea ted . 
Only one m otlv ic  p a t te r n  I s  used, c o n s is t in g  of only two n o te s . In 
one sense , t h i s  p a t t e r n  Is  a d im inution  of the  second theme m otlv ic  
p a t t e r n ,  In a n o th er ,  a simple s ta tem ent o f  the  m otlv ic  fragment 
which I s  the  b a s is  f o r  the  e n t i r e  work. No I n te r v a l  but th a t  of 
a major seventh  occurs w ith in  the p a t te r n .  The d i s t r i b u t i o n  of 
p i tc h  c la s s e s  among p a r t s  forms the  l in k  between the  development 
and the r e c a p i tu l a t i o n :  from P 4, F#-F-C#-D; from P 0, D-C#-F-F#;
from R 0, F#-F-C#-D. This p i t c h - c l a s s  s i m i l a r i t y  i s  a d e l ib e ra te  
e x p lo i t a t io n  o f  the  te t r a c h o r d a l  r e l a t io n s h ip s  of P 4 and P 0. This 
sequence con tinues  through the  end o f the  second arch .
As f a r  as v o ic in g  i s  concerned, R 0 ' s  p i t c h  c la s s e s  e x ac t ly  
d u p l ic a te  P O 's .  The f a c t  th a t  Tempo Primo does not occur u n t i l  
the  beginning o f the  r e c a p i tu l a t io n  of the  second a rch  would in d i ­
c a te  the  p o s s i b i l i t y  th a t  the f i r s t  a rch ,  in  the  ex p o s i t io n ,  i s  
a c tu a l ly  an in t ro d u c t io n .  In  the  r e c a p i tu l a t i o n ,  i t  may be a 
t r a n s i t i o n  to  the  r e c a p i tu l a t io n  proper beginning in  measure 4^ 
or the  s o r t  o f  premature r e c a p i tu l a t io n  found in  Beethoven's 
Symphony No. 3. f i r s t  movement.
Measures 44-48 co n ta in  the  r e c a p i tu l a t i o n  of the  second arch , 
re a f f i rm in g  the  semitone adjacency p a t te rn  of the  even perm utations. 
In  R I  6, C# i s  pa ired  w ith  D in  o p p o s it io n  to  th a t  row form 's  
n a tu ra l  ten d en c ie s ,  and th a t  aggregate  i s  predom inantly  d isp layed  
in  succeeding row forms. Once again , the  i d e n t i c a l  vo ic ing  of C
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a t  the  beginning and end of the  arch  r e in fo rc e s  i t s  s t r u c t u r a l  
c h a r a c t e r i s t i c ,  bu t t h i s  time C i s  voiced again  in  the  same manner 
near the  midpoint of the a rch ,  in  conjunction  w ith  Eb, The i n t e r -  
v a l l i c  s i m i l a r i t y  between R I  6 and P 0, un like  the  e x p o s i t io n 's  
trea tm en t in  t h i s  a re a ,  i s  not e x p lo ited .  Moreover, the  m otlv ic  
fragments a re  s h o r te r  and more e f f i c i e n t l y  organized in  r e l a t i o n  
to  each o th e r .  A ll  these  f a c to r s  tend to  de-emphaslze the  arch 
c h a r a c t e r i s t i c  of R I  6 -  I  11 ■■ P 0.
Measures 48-51 co n ta in  r e c a p i tu l a t io n  of the  t r a n s i t i o n  to  
the  th i r d  a rch . Since the  th i r d  arch d isp lay s  an in v e rs io n  of 
r e g i s t e r  of p i t c h - c la s s  v o ic ings  and de-emphasized . t h e  semitone 
adjacency c h a r a c t e r i s t i c s  s tro n g ly  emphasized in  the  r e c a p i tu l a t i o n  
of the  f i r s t  and second a rch es ,  these  measures have a d i f f e r e n t  
fu n c t io n  than  in  the  ex p o s i t io n .  A quasi-canon i s  g rad u a lly  d ev e l­
oped; the  v i o l i n  i s  the  dux, the v io la  and v io lo n c e l lo ,  i n  th a t  
order, a re  the comes. The motives used a re  much more s im i la r  to  
second theme m a te r ia l  than in  the  ex p o s i t io n ,  b u t ,  u n lik e  the  ex­
p o s i t io n ,  semitone ad jacenc ie s  a re  scrupu lously  kep t i n  c lose  
proxim ity  w ith  each o th e r .  The C whose vo ic ing  p lays an im portant 
ro le  in  the  second a rch  reappears  t h r i c e ,  in  the  same octave as 
be fo re ,  but in  the  v i o l i n  p a r t ,  as the l a s t  note of each en trance  
of the  dux. The Eb which appeared in  conjunction  w ith  C a t  the  
midpoint o f  the  second arch  i s  prominently placed a t  the  beginning 
and end of th e se  th re e  row forms. Even though E i s  a c tu a l ly  the  
f i r s t  p i t c h - c l a s s  of I  1, i t s  appearance i s  as a grace n o te ,  
whereas Eb i s  f i r s t  bowed, then repeated p iz z ic a to .  Near the  end
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of I  10, the  grace note i s  D, an in v e rs io n  of the  semitone ad­
jacency  about the  ax is  Eb. Numerous sm aller a rches appear, both 
of a c tu a l  p i tc h -c la s s e s  and of aggregates  used w ith  t h e i r  in v e rs io n s .  
The second theme area i s  marked both by a r e tu r n  to  tempo and a 
sharp c o n tra s t  in  dynamics. The a c tu a l  ending of I  10, the E th a t  
concluded t h i s  s e c t io n  in  the e x p o s i t io n ,  i s  d isg u ised  by an 
e l i s i o n  w ith  the  o v e rr id in g  en trance  of P 11.
Measures 51-56 con ta in  the r e c a p i tu l a t i o n  of the f i r s t  sec t io n  
of  the  th i r d  arch . G enerally  speaking, the  p i tc h  c la s se s  a s s o c ia ­
ted w ith  the  v io l i n  in  the ex p o s it io n  are  in  the v io lo n c e l lo  p a r t .  
Those p rev ious ly  found w ith  the  v io la  are in  the  v i o l i n  p a r t ,  and 
those  of the  v io lo n c e l lo  a re  in  the  v io la  p a r t .  The canon begun 
in  the  t r a n s i t i o n a l  area  i s  continued. Now i t  begins a l t e r n a t e ly  
w ith  D and B. F-Bb i s  prominently v o iced ;  A-D le s s  so. However,
A re c u rs^ v io lo n c e l lo ,  w ith  id e n t i c a l  v o ic in g ,  almost as a pedal note . 
Severa l arches on a small sca le  which c h a rac te r iz ed  t h i s  sec t io n  
in  the  e x p o s it io n  do not appear here . As in  the  re c a p u la t io n  of 
the  second a rch , the  motives are  s h o r te r .  The en tran ces  in  the  
canon are  perm utations of the a c tu a l  p i t c h - c l a s s  con ten t r a th e r  
than  showing arch  c h a r a c t e r i s t i c s .  In  g e n e ra l ,  t h i s  s e c t io n  seems 
to  show g re a te r  s t a b i l i t y  from almost any ana lyzab le  s tandpoin t 
than the congruent area  of the  e x p o s i t io n  does.
Measures 57-61 con ta in  the r e c a p i tu l a t io n  of the  second 
s e c t io n  of the th i r d  arch . The C which was prominent in  the r e ­
c a p i tu la t i o n  of the  f i r s t  theme area i s  now in  the v io la  p a r t .  I t s  
fu n c t io n  as an a x is  of in v e rs io n  fo r  r e g i s t e r  and fo r  r e la te d  p i tc h
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aggregates  I s  c l e a r e s t  In t h i s  a re a .  For example, in  measures 
58-59, G#-G-F#, v i o l i n ,  i s  complemented by Eb-F-E, v io lo n c e l lo .  Both 
aggregates  have th e  normal form 0 1 2  and the  complex normal form 
0 1 2 3 4 5.
This a rea  shows a r e tu r n  to  the  techn iques  used in  the  small 
a rch . At the  beginning  o f the  a re a ,  G-F# from R 3 i s  answered by 
F#-G from S I  6. In  measure 58, G#-A-A-G#, v i o l i n ,  i s  one o f  the  
most obvious of many small a rch es .  The pedal in  the  v io lo n c e l lo  
p a r t  i s  f i r s t  D, th en  E. A genera l  tendency to  voice  p i t c h  c la s s e s  
in  the  same manner as in  prev ious a re a s ,  r e l a t i v e l y  l i t t l e  m o tiv ic  
development, and a r a th e r  t h i n  te x tu re  give an im pression of 
s t a b i l i t y ,  a s lacken ing  o f  m usical development in  p re p a ra t io n  fo r  
the end o f  the  movement.
Measures 61-65 co n ta in  th e  r e c a p i tu l a t i o n  of th e  l a s t  s e c t io n  of 
the  second a rch .  This a rea  has a c lo s in g  theme fu n c t io n  in  the  exposi­
t io n .  Here i t  merges, w ith  the  added row form R 0, w ith  a coda.
There i s  a continued  a s s o c ia t io n  of C# and G# and D w ith  A, 
r e f l e c t i n g ,  in  the  f i r s t  case , the  l in k in g  te t r a c h o rd  o f  the  ex p o s i­
t io n ,  and in  the  second, the  prominend dyadic in v a r ia n t  o f  the  
second theme. F#-G-C#-C reap p ea rs ,  here  as a l in k  between the  row forms 
R I  6 and I  10. There two row forms a re  so voiced t h a t  th ey  e x h ib i t  
a rch  c h a r a c t e r i s t i c s  in  combination. Bb-B, v io lo n c e l lo ,  i s  rev e rsed  w ith  
the same v o ic in g ;  Eb-D i s  reversed  w ith  an in v e rs io n  o f  r e g i s t e r .
The d i s t r i b u t i o n  of p i t c h  c la s s e s  in  R 0 seems to  be in tended as  an 
i n t i c i p a t i o n  o f th e  t e t r a c h o rd  p a t t e r n  o f  R 8, the  f i r s t  row f o r a  of
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the  second movement. The movement ends on E-Eb, the  semitone . 
adjacency which began I t ,  which may suggest th a t  the  e n t i r e  move­
ment may be regarded  as an a rch .
C. Second Movement
1. In t ro d u c t io n  (measures 1-9')
The row forms used in  t h i s  s e c t io n  a re :  R 8, RI 11, P 1,
R I  8, I  5, R 7, and R 9. The p i tc h  d i s t r i b u t i o n  of each row 
form i s :  f i r s t  t e t r a c h o r d ,  v i o l i n ;  second te t r a c h o r d ,  v i o l a ;
th i r d  te t r a c h o r d ,  v io lo n c e l lo .  In add ition ,, a l l  semitone 
ad jacen c ie s  a re  always kept to g e th e r  m o t iv lc a l ly .  Then i t  seems 
th a t  the  te t ra c h o rd  p a t t e r n ,  the  type of semitone adjacency 
p a t t e r n ,  and the  d i r e c t io n  of semitone adjacency would seem to  be 
the c o n t ro l l in g  f a c to r s  in  choice of row form. Tetrachords 
formed by th e  ju n c tu re  of two rows can be invoked almost a t  w i l l .  
Although some d e p a r tu re  from s t r i c t  o rdering  of the  row form in  
time sequence has occurred in  the  f i r s t  movement (measure 51, end 
of I  10), row forms or p a r t s  of row forms a re  used s im ultaneously  
here  fo r  the f i r s t  tim e.
In the  f i r s t  measure, m otlv ic  fragments occur almost in  canon. 
As in  the  f i r s t  movement, measures 48-51, the o rder i s  v i o l l n -  
v io la - v io lo n c e l lo .  The o rder  i s  v a r ie d  in  the  second en tran ce  to  
p reserve  a r a th e r  s u rp r i s in g  r e l a t i o n s h ip :  the  semitone ad jacen ­
c i e s ,  in  o rder of p r e s e n ta t io n ,  are  i n  f a l l i n g  chromatic sequence. 
Only two semitone a d jacen c ie s  r i s e  n a tu r a l ly  in  R 8. One of these  
i s  r e a l iz e d  as a major seven th , and thus f a l l s .  The only  two
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semitone ad jacen c ie s  t h a t  a re  r e a l iz e d  as r i s i n g  In te rv a l s  occur 
In  the  v io lo n c e l lo  p a r t ,  one co n ta in in g  C and the o th e r ,  Eb. The 
r e l a t io n s h ip  between R 8 and I t s  p red ecesso r ,  the  l a s t  row form of 
the  f i r s t  movement, R 0, I s  th e  same as P 8 : P 0, which Is  d i s ­
cussed In  the  m a te r ia l  on te t r a c h o r d a l  r e l a t i o n s h ip s .  R 8 a lso  
ends w ith  the  same two p l tc h - c la s s e s  t h a t  begin  R 0, B and C.
F u r th e r ,  the v i o l i n  and v io lo n c e l lo  begin the  second movement w ith  
th e  same p i tc h  c la s s e s  w ith  which they  ended the  f i r s t  movement,
6# and Eb. The l a s t  four notes  o f  the  v i o l i n  p a r t  In  the  f i r s t  
movement a re  re tro g rad ed  to  form the  f i r s t  te t ra c h o rd  of R 8, In  
the  f i r s t  four notes in  the v i o l i n  p a r t .  Thus, an a rch  r e l a t i o n ­
sh ip  between th ese  two row forms i s  im plied . The normal forms of 
the  te t ra c h o rd s  of R 8 a r e :  0 1 6  7, 0 1 4  5, 0 1 4  5.
R 1 11, again  an even perm uta tion , has the  te t r a c h o r d a l  con­
t e n t  of P 0. Normal forms a re  the  same as R 8. The same d i s t r i ­
bu tio n  occurs , except th a t  the semitone ad jac e n c ie s  a re  presen ted  
in  r i s i n g  chromatic sequence, a lthough  th e  m a jo r i ty  of the semitone 
ad jacen c ie s  a re  r e a l i z e d  as f a l l i n g  i n t e r v a l s .  The l a s t  two 
p i tc h e s  in  the  v i o l i n  p a r t ,  B-C, a re  the  end of R 8, v io lo n c e l lo  
p a r t ;  the  l a s t  two p i t c h e s ,  v io lo n c e l lo ,  C#-D, a re  the end o f R 8 in  
the  v i o l i n  p a r t .  The ju n c tu re  of R 8 and R I  11 produces the 
te t ra c h o rd s  0 1 6  7, 0 1 2  3, 0 1 2  3. The ju n c tu re  of R I  11 and 
P 1, a t r a n s i t i o n  from an even perm utation  to  an odd one, i s  
b e a u t i f u l ly  done. The v i o l a ' s  l a s t  two no tes  in  R I  11 a re  E 
accompanied by a D, v io lo n c e l lo .  The v i o l a ' s  f i r s t  two notes  in  
P 1 a re  Eb-D; th e  Eb t i e d  over, the  D voiced as the  previous E,
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has id e n t i c a l  r e g i s t r a t i o n ,  v i o l i n ,  beginning of R 9. The in t ro d u c t io n  
ends, then , on a r a th e r  inde te rm ina te  s t r u c t u r a l  p a t t e r n  which 
c o n t r a s t s  s t ro n g ly  w i th  the  f a i r l y  c le a r  s ta tem ents  of i t s  beginning .
2. E xposition  (measures 10-73 w ith  rep ea t)
a .  F i r s t  theme (measures 10-39)
Measures 10-25 co n ta in  the  f i r s t  period  o f the  f i r s t  theme. The
row form sequence R 8, R 1, I  4, R 9, R 2, P 2, P 8, R I  9, and I  4
i s  p re sen ted .  C er ta in  s i m i l a r i t i e s  between t h i s  a rea  and the beg in­
ning of the  f i r s t  theme in  the  f i r s t  movement can be no ted . A ll  row 
forms a re  used su c c e ss iv e ly ,  and th e re  i s  no r e a l  p a t t e r n  of p i tc h  
d i s t r i b u t i o n  among p a r t s .  R 8 may p lay  th e  same s t r u c t u r a l  r o le
in  t h i s  a rea  t h a t  P 0 p lays  in  the  corresponding p a r t  of the  f i r s t
movement.
A djacencies and aggregates  occurring  in  combinations o f row forms 
are  emphasized. There i s  a s u rp r i s in g  number of whole s te p s  in  measures 
13-14, cons ide ring  th a t  t h i s  in t e r v a l  i s  unobta inab le  from th e  row 
forms pe rm it ted .  Semitone ad jacen c ie s  appear as major seven th  v e r t i c a l  
agg rega tes ,  whose p i t c h  con ten t tends to  r i s e  through t h i s  a re a .  The 
in te r v a l  o f  a f o u r th  i s  r a th e r  la b o r io u s ly  in troduced  in  measures 10-11 
and measure 25, th e  beginning  and end of the a rea .
R 8, the  f i r s t  row form of the movement, i s  r e a l i z e d  here  q u i te
d i f f e r e n t l y  than  th e re .  I t  i s  prepared by the  two preceding  row forms,
R 7 and R 9, in  th e  f i r s t  appearance of a c i r c l i n g  technique resem bling 
th a t  o f  a tu rn .  The f i r s t  s ix  p i t c h  c la s s e s  of R 8 a re  p resen ted  t o ­
g e th e r ,  then  the  next fo u r ,  then  the l a s t  two, a p ro g ress iv e  d im in ish ing
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of aggregate  con ten t .  The e n t ry  of R 8 i s  emphasized by a change in  
tempo, a change in  the  number of a t ta c k s  per time in t e r v a l ,  and the 
r a th e r  h igh  v o ic in g ,  v io lo n c e l lo .
On the whole, row form r e la t io n s h ip s  appear to  be of secondary 
importance in  t h i s  a re a .  The only  te t r a c h o rd a l  ju n c tu re  which seems 
noteworthy i s  in  measures 15-16, between R 1 and I  4. Semitone 
ad jacen c ie s  v o ices  as major seventh  aggregates  and repea ted  seem to  
belong to  l a rg e r  ag g reg a te s .  The r e p e t i t i o n  in  measures 19-21 o f P 2, 
the only such r e p e t i t i o n  o f  a row form in  the  work, seems to  serve 
th e  purpose o f  p e rm it t in g  the  r e p e t i t i o n  o f  an aggregate  in  a 
d im inution  of them atic  m a te r ia l .  In  both occurrence of P 2, the  row 
form is  d ivided in to  hexachords. The c lo se  proxim ity  o f  R I  9, whose 
re tro g rad e  i s  hexachorda lly  com bina toria l w i th 'P  2, can h a rd ly  be 
a c c id e n ta l ,  fo r  i t  i s  a l s o  grouped by hexachords. P 2 ' s  c lose  
r e la t io n s h ip  w ith  R 8, the  f i r s t  row form in  t h i s  area  and o f  the  
movement, and w ith  P 8, th e  next row, seemP to  be s ig n i f i c a n t .
Measures 26-30 co n ta in  the  t r a n s i t i o n  to  th e  second a rea  o f  the  
f i r s t  theme. The row forms used a re  R 2, R I  1, R I  8, and R 9. A 
d e l ib e ra te  a ttem pt to  move as much by semitones as p o s s ib le ,  combined 
w ith  a t r i p l e t  motive which tends to  break down te t r a c h o r d a l  s t r u c ­
tu r e s ,  d i f f e r e n t i a t e s  t h i s  a rea  from i t s  surroundings. R 2 and 
R I  l ' s  te t r a c h o r d a l  a f f i n i t y ,  th a t  of P 0 : I  11, i s  not e x p lo i te d .
R 2 i s  a n t ic ip a te d  by the  p rev ious  emphasis of P 2, but v o ic in g s  here  
do not resemble prev ious  v o ic in g s ,  and the  hexachordal d iv i s io n  does 
no t appear. R 9 ends the  in t ro d u c t io n ,  and here i t  seems to  serve 
the  same purpose, in  con junc tion  w ith  d i s s o lu t io n  o f ideas .
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Measures 40-44 co n ta in  the  t r a n s i t i o n  to  the  second theme a rea .
The row forms used a re  I  10 and R 5. This i s  the  f i r s t  a rea  o f  the 
work in  which row forms a re  used l i n e a r l y  in s te ad  of su ccess iv e ly  
fo r  an extended passage. The te t r a c h o r d a l  r e l a t io n s h ip  between these  
row forms i s  emphasized, fo r  the  f i r s t  four p i t c h  c la s se s  of I  10 are  
Introduced before  the  beginning of R 5. F-E-B-Bb, R 5, occurs simul­
taneous ly  w ith  D-Eb-G-F#, I  10 in  measures 42-43. In  measure 44, 
B-Bb-F-E, and in v e rs io n  of a previous te t r a c h o r d ,  I  10, appears w ith  
Eb-D, R 5, h a rd ly  a complete com bina to ria l r e a l i z a t i o n .  Again, the  
id e n t i fy in g  p i tc h  c la s se s  o f  the  row forms are  a p e r fe c t  fo u r th  a p a r t .
b . Second theme (measures 45-73)
Measures 45-54 co n ta in  the  f i r s t  a rea  of the second theme, con­
s i s t i n g  e n t i r e l y  of l i n e a r ly  combined forms. The sequence o f  rcw 
forms used i s  R 5, I  10, R I  8, P 3, R 5, and R 7. The f i r s t  two p a i r s  
a re  t e t r a c h o r d a l ly  com bina to ria l ,  and the  l a s t  two have p iv o ta l  
te t r a c h o r d a l  r e l a t io n s h ip s .  A more s o p h is t i c a te d ,  f r e e r  m otlv ic  p a t te rn ,  
to g e th e r  w ith  conside rab ly  more v a r i a n t  v o ic in g ,  tends to  minimize 
in v a r ia n t  p i tc h  c la s s e s  among these  forms. For the  f i r s t  time in  the 
work, te t ra c h o rd s  a re  used as melodic source m a te r ia l .
As in  the  preceding t r a n s i t i o n ,  com bina to ria l a sp ec ts  a re  t r e a te d  
r a th e r  lo o se ly .  Dodecaphonic c o n ce n tra t io n  i s  not the  c o n t ro l l in g  
co n s id e ra t io n .  Opposition of aggregates  w ith  s im i la r  con ten t in  augment 
t a t i o n  and d im inu tion  p r e v a i l s ,  so th a t  in  small a reas  c e r t a in  p i tc h  
c la s s e s  occur much more o f te n  than  o th e rs  do.
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Measures 55-59 co n ta in  a r e tu r n  to  the  m a te r ia l  of the  beginning 
of the  second theme. D espite  the  s im i l a r i t y  o f  te x tu re  between t h a t  
a rea  and th e se  measures, row forms a re  used su cc e ss iv e ly  h e re .  The 
sequence used i s  I  6, R I  7, and if X 5, w ith  a c i r c l i n g  p a t t e r n  
rem in iscen t o f  t h a t  o f  the  f i r s t  two forms of the  in t ro d u c t io n .  The 
s e c t io n  ends w ith  a r a th e r  pronounced a u ra l  ncadence ," • sugges ting  an 
important p o in t  o f  s t r u c t u r a l  a r t i c u l a t i o n  - -  perhaps the  end o f 
the  second theme proper and the beginning o f the  c lo s in g  theme of 
the e x p o s i t io n .
Measures 60-73 d is p la y  the  working out of fragments of second 
theme m a te r i a l .  The row form sequence used i s  I  2, P 6, P 10, R I  3, 
P 6, P 10, R I O ,  and I  10. A ll  row forms except fo r  the  f i r s t  and 
l a s t  two o f t h i s  sequence a re  even perm uta tions , SO' ordered  th a t  
the re  i s  a s h i f t i n g  back and f o r th  between te t r a c h o r d a l  systems.
Row forms a re  used su cc e ss iv e ly ,  w ith  one ex cep tion , which e x p lo i t s  
the  o p p o s it io n  of two te t r a c h o r d a l  systems. The ju n c tu re s  between 
row forms a re  notew orthy: Ab-A-A-Bb, I  2 and P 6; a common 0 1 4  5
te t r a c h o rd ,  P 6 and P 10; A-Bb-A-Bb, P 10 and R I  3 ; a 0 1 2 3 
te tra c h o rd ,  en trance  o f  P 6; P 6 and P 10, w ith  the same r e la t io n s h ip  
as b e fo re ;  a common 0 1 3  4 te t ra c h o rd ,  P 10 and R I O ;  and a common 
0 1 2  3 t e t r a c h o rd  between the  l a s t  'two forms. In v e rs io n s  o f normal 
forms a re  p a ire d .  A g en era l  freedom o f  movement and v o ic in g  aga in  
y ie ld s  an im pression  o f  a d i s s o lu t io n  of s t r u c tu r e .  The l a s t  n o te s ,  
v i o l i n ,  Ab-G-B, r e c a l l  the  opening of th e  e x p o s i t io n ,  Ab-A-B.
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3. Development (measures 73b-117)
Measures 73-83 co n ta in  the  f i r s t  period  of the development, e a s i l y  
subdivided a t  measure 80. The row form sequence used I s  I  3, R I  3,
R 4, and 1 3 .  1 3  and R I  3 a re  re t ro g rad e s  o f  each o th e r .  R 4, 1 3 ,
and R I  3 a re  t e t r a c h o r d a l ly  com bina to ria l .  R 4 occurs near the  end
of the  f i r s t  theme In the  ex p o s i t io n ,  and R I  3 occurs near  the  end 
of the  second theme. The f i r s t  four no tes  of the  development p ro p e r ,  
measure 74, a re  the  same as those  which begin  the  e x p o s i t io n :  G#-A-C-B.
The motive c o n s is t in g  o f  th re e  repeated  no tes  i s  probably  a condensa­
t io n  o f  the  previous t r i p l e t  f ig u r e ,  and conside rab ly  slows the r a t e  
a t  which the  row form i s  p re sen ted .  On the whole, the l a s t  four meas­
ures  show a r e tu r n  to  the  technique of the  f i r s t  theme a re a .
Measures 84-87 co n ta in  a t r a n s i t i o n  s im i la r  to  th a t  between the  
f i r s t  and second theme a re a s  o f  the  ex p o s i t io n .  I  1 and F 2 a re  
used l i n e a r l y ,  bo th  forms jumping from one in s tru m en ta l  p a r t  to  an o th e r .  
Although the  row forms used a re  t e t r a c h o r d a l ly  co m b in a to r ia l ,  the 
grouping i s  by t r i c h o rd s  r a t h e r  than  te t r a c h o rd s .
Measures 88-101 co n ta in  the  second period  of the development, sub­
divided a t  measure 96. For the  f i r s t  s ix  measures, row forms a re  used 
l i n e a r l y .  A fterw ards, they  a re  used su ccess iv e ly .  The sequence used is  
R 6, R I  1, I  4, I  6, P 5, R 6, P 1, I  8, R 0, I  7, I  2, and P 7. R 6
and R I  1 a re  hexado rda lly  com bina to ria l .  R I  1 and I  4 a re  not a t
a l l  com bina to ria l ,  b u t have a  p iv o tin g  r e la t io n s h ip  which i s  e x p lo i te d .
In  measure 90, F# i s  a s s o c ia te d  both  w ith  G and F, and a l i t t l e  f u r th e r ,
C i s  a s so c ia te d  w ith  bo th  B and C#. Eb-E i s  repeated  ac ro ss  row forms. 
These techn iques  serve to  b r in g  in to  prominence the  p i tc h  c la s s e s  
which a re  s ig n i f i c a n t  in  th e  e x p o s i t io n  of the  f i r s t  movement of th e  work.
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In te rn a l  r e l a t io n s h ip s  of row forms a re :  R 6 ■ I  6 • R 6;
R 6 ■ R 0 ; 1 8 -  1 2; I  7 * P 7. The technique  again  resembles
f i r s t  theme a re a ;  the  major seventh  s im u l ta n i t i e s  are  r e a l iz e d
col legno . Grouping i s  by te t ra c h o rd  or hexachord, t r ic h o rd s  
being r e l a t i v e l y  unim portant. The ju n c tu re  of P 5 and R 6 
p iv o ts  about F, R 6 -  P 1 g ives 0 1 3 4, P 1 ■ I  8 p iv o ts  about C.
I  8 - R 0 p iv o ts  about bo th  C and D - -  no mean f e a t f t h a t .  The 
com bina toria l s i m i l a r i t i e s  of R 0 and I  7 a re  ignored . Perhaps 
an a rch  might be in f e r r e d ,  but i f  i t  i s  in tended , i t  i s  played 
down. Other row form ju n c tu re s  seem unremarkable.
Measures 102-105 co n ta in  the  t r a n s i t i o n  to  the th i r d  "period" 
of the  development. The row forms used a re  P 8, P 6, and R 11.
Row forms a re  again  used su cc e ss iv e ly .  The ju n c tu re  P 8 -  P 6 
g ives the  normal form 0 1 2  3. Two semitone ad jacenc ie s  a re ,
simply, repeated  in  P 6 - -  C#7D and E-Eb, bo th  o f  which a re
prominent in  the f i r s t  theme, f i r s t  movement. The small arch C 
(v io lo n c e l lo )  -  F# - (v io la )  - C -  (v io lo n c e l lo )  may have some 
s im i la r  s ig n i f ic a n c e .  The m otiv ic  m a te r ia l  i s  a p p aren tly  derived 
from the second a rch  o f  the  f i r s t  theme.
Measures 106-117 comprise f i n a l  a rea  o f  the  development.
There i s  a d i s s o lu t io n  o f  previous m a te r ia l ,  ending with a quasi 
"pounding of the  dom inant,"  in  t h i s  case the  beginning pitch- 
c la s s  of the  work, Eb. Row forms used a re  R I  2, R 3, I  11, R I  6, 
R I  4, and R 8. R I  2 and R 3 have the  f a m i l ia r  I  11 -  P 0 
r e l a t i o n s h ip ;  R 3 and I  11 have no apparen t l in k  except t h a t ,  
d is re g a rd in g  one d u p l ic a ted  p i tc h  c l a s s ,  E, they  a re  haxachordally
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c o m b in a to r ia l .  I  11 -  R I  6 i s .  of im portance, in  reversed  
o rd e r ,  i n  the  f i r s t  movement, R I  6 and R I  4 ' s  t e t r a c h o r d a l  
s i m i l a r i t i e s  a re  e x p lo i te d .  R I  4 and R 8 's  ju n c tu re  p iv o ts  
r a t h e r  n e a t ly  about G. R 8 i s ,  o f course, the  f i r f t t  row o f  
the  in t r o d u c t io n  and ex p o s i t io n ,  and i t s  dominance i s  r e a s s e r te d  
by i t s  appearance a t  the  c lo se  of the  development.
M otlvic  m a te r ia l  i s  drawn from many s e c t io n s ,  bu t th e  area  
i s  perhaps most s t ro n g ly  rem in iscen t of the l a s t  p o r t io n  o f  the  
f i r s t  period  o f the  development. T e tracho rda l groupings of 
0 1 2  3 a re  common, and one can de fine  c e r t a in  t r l c h o r d a l  groupings 
of 0 1 4 and 0 1 5 .  The genera l im pression i s  o f  a s lacken ing  
of s t r u c tu r e ,  a r e tu r n  to  the  more simple semitone ad jacency  
p a t te rn s  which can be avoided, in  t h i s  row form, only by th e  use 
of co n s id e rab le  in g e n u i ty .  The p ivo t o f  th e  l a s t  row o f the s e c t io n ,
R 8, and the  f i r s t  of the r e c a p i tu l a t io n ,  R 1, about th e  note  B 
i s  most obvious.
4. R e c a o i tu la t io n  (measures 118-180)
a . F i r s t  theme (measures 118-148)
In  measures 118-130, a l l  row forms of the  f i r s t  period  of 
the  f i r s t  theme reap p ea r ,  e x ac t ly  as b e fo re .  The head of the m otiv ic  
m a te r ia l  s t a r t i n g  the  f i r s t  theme, v i o l i n ,  the  p i t c h  o rd e r  somewhat r e ­
versed  from th e  s im i la r  m a te r ia l  in  the e x p o s i t io n ;  d is re g a rd in g  
in te rv e n in g  p i tc h e s ,  G#-A-C-B i s  r e a l i z e s  as C-B-G#-A (normal 
form, 0 1 4  5 ). There i s  a g r e a te r  tendency to  form small a rches
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and r e p e t i t i o n s  of the  s o r t  found In measures 124-126 In the v io lo n ­
c e l l o  p a r t :  Eb, t r i l l  C#-D, Eb, Eb, , t r i l l  C#-D, a t  the  ju n c tu re  
of P 2 and P 2 .  T richords  a re  l i t t l e  used; normal form 0 1 6 i s  
the  most common. A lack  of v a r i e t y  in  v o ic in g ,  and the use of 
p i tc h  c la s s e s  w ith in  a p a r t  as temporary p iv o ts  v i o l i n ,  measures 
130-131; Db-C, C-Db, C-B, c o n tr ib u te  ,to a g r e a te r  s t a b i l i t y  of 
s t r u c tu r e  than  in  the  e x p o s i t io n .  Again, one senses a r e tu r n  to  
the  s im pler semitone ad jacency  s t r u c tu r e .  A ll  o th e r  dyadic 
in v a r ia n t s  a re  p r a c t i c a l l y  d is reg a rd ed . The break a t  the  end of 
t h i s  area  i s  q u ite  pronounced.
In  measures 131-134 a t r a n s i t i o n  a re a ,  the row forms of the 
e x p o s i t io n  a re  again  repea ted  l i t e r a l l y .  Much the same technique 
and m otiv ic  m a te r ia l  a re  used as in  the  congruent p lace . Again, 
a g r e a te r  s t a b i l i t y  of v o ic in g  i s  apparen t,  and the p lay  on C and 
C# in  the v i o l i n  p a r t  can h a rd ly  be a c c id e n ta l .  There i s  a genera l 
tendency to  d i s t r i b u t e  p i tc h e s  among the  p a r t s  as in  the  second 
theme a rea  of the f i r s t  movement.
In  measures 135-143, row forms change q u i te  r a d i c a l l y  from 
those o f th e  e x p o s i t io n :  I  8, I  3, R 8, P 3, I  8, R 1, and R I  1.
The I  3 - P 3 (or R 3) r e l a t io n s h ip  i s  found a ls o  in  the  ex p o s i t io n
in  t h i s  a re a ;  the I  8 - R 8 r e l a t io n s h ip  in s tead  of I  10 - P 10
in d ic a te s  a r i s i n g  r a th e r  than  a f a l l i n g  p e r f e c t  fo u r th  r e l a t i o n ­
sh ip  to  th e  I  3 -  P 3 p iv o t .  The s u b s t i t u t i o n  of R 1 -  R I  1 fo r
R 8 - R I  8 i s  done to  p reserve  the  r e l a t io n s h ip  of th i s  area
w ith  the  next t r a n s i t i o n :  R I  8: I  10 as R 1: I  3.
Measures 144-148 co n ta in  the  t r a n s i t i o n  to  the second theme a re a .
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
231
Now, the modulation p e rm it t in g  the  r e c a p i tu l a t i o n  of second theme 
m a te r ia l  a p e r fe c t  fo u r th  above I t s  le v e l  of t r a n s p o s i t io n  In the 
e x p o s i t io n  I s  complete, and the  row forms h e re ,  I  3 and R 10, show 
such a r e l a t io n s h ip .  The p i tc h  c la s se s  appear In  much the same 
manner, the f i r s t  te t ra ch o rd  of the  I  form e s ta b l ish e d  before  the 
R form ge ts  underway. However, the  v o ic in g  of p i tc h  c la s se s  Is  
l a rg e ly  reve rsed .
b. Second theme (measures 149-179}
Measures 149-162 r e c a p i tu l a t e s  the  beginning of the second 
theme. While the row forms a re  the  same, transposed  up a p e r fe c t  
fo u r th ,  t h e i r  handling i s  q u i te  d i f f e r e n t .  There i s  more of a 
tendency to  s c a t t e r  notes among the p a r t s ,  not hold to  a l in e  
made up of the  row 's  p i t c h - c la s s e s  in  o rd e r .  Motives a re  more 
fragm entary, le s s  w ell d e f in ed . The beginning of R 0 r e c a l l s  
m a te r ia l  from the  in t ro d u c t io n ,  which in  continued, in  a f r a g ­
mentary fash ion , to  the  end of t h i s  a re a ,  and even beyond. No 
c le a r  p a t te rn  of grouping emerges. At measure 159, the r e tu rn  
to  the beginning of second theme m a te r ia l  does not occur, as i t  
d id  in  the congruent p lace of the  ex p o s i t io n .  The "cadence" i s  
not r e c a p i tu la te d ,  a t  l e a s t  rh y th m ica lly .
In  measures 163-174, the  row forms of the e x p o s it io n  again  
occur transposed up a p e r f e c t  fo u r th .  Thematic m a te r ia l  and te x ­
tu re  are  s im i la r  to  th a t  found in  the  exposit ion*  At measure 
172, however, the  pace begins to  quicken, and a wider range and 
g r e a te r  va riance  of v o ic in g -p rep a re  one fo r  a somewhat more 
involved c lo s in g  of the r e c a p i tu l a t i o n  than of the  e x p o s it io n .
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The m otlv ic  p a t te rn s  of these  measures I s  much l ik e  th a t  of the 
second theme of the  r e c a p i tu la t io n .
The row forms of measures 175-179, s ince  the  e n t i r e  sequence 
of e x p o s i t io n  row forms has been r e c a p i tu la te d ,  a re  new: R 4,
I  9, R I  8, R I  4 in  somewhat of a jumble, and R I  6. The I  3 - R 4
r e l a t i o n s h ip  i s  the  fa m i l ia r  I  11 - P 0 in  a v a r i a n t  form; R 4
and I  9 a re  t e t r a c h o r d a l ly  com bina to ria l;  R I  8 and R I  4 seem to  
p re sen t  the  te n s io n  generated by the ju x ta p o s i t io n  of the  two 
most im portan t forms of the work, P 0 and P 8 (R 8), i n  a v a r ia n t  
fomr. These two forms " c i r c l e "  R I  6, whose importance in  the 
f i r s t  movement i s  d iscussed  above.
5. Coda (measures 180-193)
The row forms used a re  R I  7, R X 10, R 8, P 1, R 9, P 2,
R 6, and P 8. The f i r s t  four measures r e c a l l  the  in t ro d u c t io n  ;
The next s ix ,  second theme m a te r ia l ;  the l a s t  fo u r ,  f i r s t  theme 
and opening of development.
The f i r s t  te t ra ch o rd  of R I  7 i s  the re t ro g ra d e  of R 8 's  
f i r s t  te t r a c h o r d ,  and a lso  appears in  the  v i o l i n  p a r t .  The 
secmd te t r a c h o r d ,  id e n t i c a l  to  th a t  of R 8, i s  in  the  v io lo n c e l lo  
p a r t ,  while the  t h i r d ,  a lso  id e n t i c a l  to  R 8 's  second te t r a c h o rd ,  
i s  in  the  v io l a .  R I  10, not R I  11 as p re v io u s ly ,  fo llow s, 
p iv o t in g  i n  the  v io l a  p a r t  about A. The p a t t e r n  begins to  b reak ; 
a lthough  t e t r a c h o r d a l  p a r t i t i o n s  a re  r e a l iz e d  as in  R I  7, R I  10 
co n s id e rab ly  overlaps  R 8. This im portant form i s  combined w ith 
th e  l a s t  row of the in tro d u c t io n ,  R 9. These two row forms
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p iv o t  every semitone adjacency in  a s o r t  of canon. P 2 has the  
im portant r i s i n g  p e r f e c t  fo u r th  r e l a t io n s h ip  w ith  R 9, and was the 
only form to  be re p e a te d ,  perhaps because of i t s  te t r a c h o rd a l  
a f f i n i t y  w ith  R 8. R 6 prov ides  a f i n a l  te t r a c h o rd a l  v a r ia n t  
be fo re  the movement ends w ith  P 8 — a p e r f e c t  a rch  r e l a t io n s h ip  
w ith  the  f i r s t  row o f the  In tro d u c t io n  and the ex p o s i t io n .  There 
seems to  be no c o r r e l a t i o n  o f  vo ic ing  or p i tc h  d i s t r i b u t i o n  be­
tween the f i r s t  and l a s t  row forms of the  work.




For a sound m athem atical background to group s t r u c t u r e ,  see  
Serge Lang, Algebra (Reading, M ass., and London: Addison-Wesley
Company, 1965).
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APPENDIX C
VARIATION TECHNIQUE: VARIATIONS. OPUS 30
P re lim in ary  Remarks:
The la rg e  form of t h i s  work i s  desc r ib ed  by Webern in  a l e t t e r  to  
W i l l i  R e ich .* According to  t h i s  l e t t e r ,  the  work c o n s i s t s  of a theme 
and s ix  v a r i a t io n s  in  an Adagio form, such t h a t  the  theme i s  a lso  an 
in t ro d u c t io n ,  the  f i r s t  v a r i a t i o n  a p r e s e n ta t io n  o f  a theme, the  
second v a r i a t i o n  a t r a n s i t i o n ,  the  t h i r d  v a r i a t i o n  a p re s e n ta t io n  of a 
s u b s id ia ry  theme, the  fo u r th  v a r i a t i o n  a developm ental r e c a p i tu l a t i o n ,  
th e  f i f t h  v a r i a t i o n  ano ther t r a n s i t i o n ,  and the s ix t h  v a r i a t i o n  a coda. 
The c o n f ig u ra t io n  o f  each v a r i a t i o n  i s  thus  determ ined not only by r e ­
c a s t in g  m a te r ia l  from the theme, but by i t s  p o s i t io n  in  the  Adagio 
form. The v a r i a t io n s  a re  metamorphoses r a t h e r  than  embellishm ents of 
the  theme.
The l e t t e r  a l s o  s t a t e s  th a t  the  work i s  de r ived  from the i n i t i a l  
fo u r -n o te  motive. Every note o f  the  work can be sa id  to  belong to  a 
fo u r -n o te  motive resem bling the  i n i t i a l  one in  some way, and the exact 
co n d it io n s  of resemblance seem to  be in v a r ia b ly  o f  s t r u c t u r a l  import. 
Much a d d i t io n a l  m usical m a te r ia l  i s  de rived  from th e  i n i t i a l  motive 
by a combination o f  s t r i c t  and f re e  developmental procedures . This 
a n a ly s i s  i s  p r in c ip a l ly  a s tudy o f th ese  procedures and t h e i r  ro le  
in  the  c o n s t ru c t io n  of the  la rg e  form of the  work.
The l e t t e r  s t i p u l a t e s  th a t  two k inds  of v a r i a t i o n  technique
2
a re  used in  the  V a r ia t io n s ,  bu t does not d e sc r ib e  them c le a r ly .
Two sp ec ie s  of v a r i a t i o n  techn ique, t ran s fo rm a l and metamorphic, a re
235
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presumed by the  p re sen t  s tudy , which may correspond to  the  two th a t  
Webern had in  mind.
Transform al v a r i a t i o n ,  or the  r e - o r i e n t a t i o n  of an e n t i t y  in  
con tex t w ithout a change in  in t e r n a l  co n f ig u ra t io n ,  can be app lied  
to  rhythm ic, a r t i c u l a t i o n ,  p i t c h  con tour, p i tc h  sequence, p i tc h  
c o n ten t ,  and dynamic p a t te r n s  of e n t i t i e s .  R etrograde, in v e rs io n ,  
v e r t i c a l i z a t i o n ,  and t r a n s p o s i t io n  a re  considered types  o f  t r a n s ­
formal v a r i a t i o n .  The r e s u l t s  of these  o p e ra t io n s  may be meaningful 
s t r u c t u r a l l y  e i t h e r  w ith  r e l a t i o n  to  a f ixed  p o in t ,  such as the 
f i r s t  p i t c h  c la s s  of a work, or in  them selves, f o r  example, in  the  
ro w -fo rm .re la t io n sh ip s  o f  the c lo s in g  measures of the  V a r ia t io n s .
Metamorphic v a r i a t i o n ,  o r  the  change of in t e r n a l  c o n f ig u ra t io n  
o f  an e n t i t y ,  i s  ap p l ie d  to  the  above p a t te rn s  in  much the same 
way th a t  t ran s fo rm a l v a r i a t i o n  i s  ap p l ie d .  When the change i s  so 
s l i g h t  th a t  the  r e s u l t  can be c l e a r l y  i d e n t i f i e d  w ith  the  o r ig in a l  
e n t i t y ,  the  metamorphic v a r i a t i o n  technique  used i s  u s u a l ly  confined 
to  more o r  l e s s  r e g u la r  augmentation o r  d im inution  o f  some p a t t e r n .
When i r r e g u l a r i t y  occu rs ,  e s p e c ia l l y  w ith  r e l a t i o n  t o  rhythm or p i tc h ,  
the  change in  p a t t e r n  o f te n  seems to  resemble tendenc ies  of v a r i a t i o n  
common to  works w r i t t e n  i n  f i f t e e n th - c e n tu r y  mensural n o ta t io n .
Many of these  ten d en c ie s  can be found in  the  e a r ly  s ix te e n th -c e n tu ry  
works of H ein rich  Isaac ,  which Webern t r a n s c r ib e d .  These tendenc ies  
a re  d iscussed  below in  con junc tion  w ith  the  fo u r th  v a r i a t i o n ,  in  
which they a re  prominent.
Metamorphic v a r i a t i o n  which g r e a t l y  a l t e r s  the  p a t te rn in g  of an 
e n t i t y  may c o n s is t  o f i r r e g u l a r  d im inution  or augm entation, perm utation,
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or tran sfo rm a l o p e ra t io n s  ap p lied  to  p a r t  but not a l l  of the  
p a t t e r n .  Such v a r i a t i o n  l in k s  the  i n i t i a l  s tatem ent of the  work, 
measures 1-2, co n trab ass ,  and the " su b s id ia ry  theme" s ta tem en t,  
beginning of the th i r d  v a r i a t i o n ,  measures 74-5, f l u t e .  Like 
transfo rm a l v a r i a t i o n ,  metamorphic v a r i a t i o n  can be meaningful 
s t r u c t u r a l l y  e i t h e r  w ith  r e l a t i o n  to  a fixed  p a t te rn ,  or in  i t s e l f .
These types o f  v a r i a t i o n  can be app lied  p ro g re s s iv e ly  to  
e n t i t i e s  to  produce developmental sequences. In Webern's l a t e  
works, such sequences a re  e i t h e r  c losed , so th a t  t h e i r  c o n t in u a t io n  
leads  to  a r e tu r n  to  th e  c o n f ig u ra t io n  o f  the o r ig in a l  e n t i t y ,  or 
r e v e r s ib le ,  so th a t  the  d i r e c t io n  o f  development can be re tro g rad ed  
or in v e r ted  to  o b ta in  the  c o n f ig u ra t io n  of the  o r ig in a l  e n t i t y .  
Developmental sequences of both  types occur in  the  V a r ia t io n s .
The fo u r th  and s ix th  v a r i a t io n s  a re  im i ta t iv e ,  each c o n s is t in g  
of a fo u r-v o ice  canon of p i t c h - c l a s s e s ,  w ith  metamorphic v a r i a t i o n  
of o th e r  p a t te r n s  of the  dux appearing  in  the  o the r v o ic e s .  The 
remaining se c t io n s  a re  homophonic and in te rconnec ted  by sev e ra l  
s t r u c tu r a l  s i m i l a r i t i e s  on many p a t te rn in g  l e v e l s .  Their complex 
e n t i t i e s  tend to  be m etam orphically  r e l a t e d ,  but t h e i r  components 
a re  u s u a l ly  t ra n s fo rm a lly  r e l a t e d .
The c o n s t r a in t s  imposed upon the m usical m a te r ia l  seem to  be 
subordinated to  the  i n t u i t i v e  flow o f the  music, w hile  supporting  
and g iv ing  shape to  th a t  flow. The p a t te rn in g  o f  v a rio u s  a sp ec ts  
of the i n i t i a l  motive does not seem to  belong to  a s t r i c t ,  l o g i c a l l y  
closed system, but to  be an a d d i t io n a l  means o f so o rgan iz ing  the
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F ig .  8 . R hythm ic and A r t i c u la t iv e  P a t t e r n s ,
V a r ia t io n s ,  opus 30
*• J  J  j f J
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E ig .  9 .  C y c le s  Based on Type 2 T e tr a c h o r d s ,
V a r ia t io n s ,  opus 30
Cycle 1, f i r s t  invoked in  measure 3, oboe 
from P 0 : B D Eb Gb
from P 4 : Eb Gb G Bb
From P 8: 6 Bb B D
Cycle 2, f i r s t  invoked in  m easures 6 -7 , v io lo n c e llo  
from P I :  C Eb E G
from P 5: E G Ab B
from P 9: Ab B C Eb
Cycle 3, f i r s t  invoked in  measure 32, p itch ed  p e rcu ss io n  
from P 2 : C# E F Ab
from P 6 : F Ab A C
from P 10: A C  C# E
Cycle 4, f i r s t  invoked in  measures 40-2, horn 
from P 3 : D F F# A
from P 7 : F# A Bb Db •
from P 11: Bb Db D F
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F ig . 10. R e la tio n sh ip s  of Type 1 T e tracho rds,
V a r ia tio n s , opus 30
o r ig in a l  form in v e rs io n , about in v e rs io n , about
f i r s t  p i tc h  c la s s  l a s t  p i tc h  c la s s
1 . A Bb Db C A Ab F F# Eb D B C
2. B D Eb Gb B Ab G E C# C A Gb
3. Bb B D C# Bb A F# G E Eb C C#
4. F E G Ab F F# Eb D B C A Ab
5. A Ab F F# A Bb Db C Eb E G F#
6. C Eb E G C A Ab F D B Bb G
Cycle lin k in g  te tra c h o rd s  1. 3. 4 :
RI 11 ( te tra c h o rd  1 ) = te tra c h o rd  4 
RI 8 .(  te tra c h o rd  4. ) = te tra c h o rd  3 
P 11 ( te tra c h o rd  3 ) = te tra c h o rd  1
Cycle lin k in g  te tra c h o rd s  1 and 5 w ith  th e  f i r s t  two te tra c h o rd s  
o f the  fo u r th  v a r ia t io n :
I  9 ( te tra c h o rd  1 ) = te tra c h o rd  5
RI9 ( te tra c h o rd  5 ) = F# F D Eb, f i r s t  te tra c h o rd  o f v a r ia t io n  
fo u r
RI9 ( above te tra c h o rd  ) = C C# E Eb, second te tra c h o rd  o f 
v a r ia t io n  four
P 9 ( above te tra c h o rd  ) = te tra c h o rd  1
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F ig .  1 1 . P i t c h  C ontour V a r ia n ts ,  V a r ia t io n s ,  opus 30
I n i t i a l  s ta te m e n t: 
R etrograde 
In v e rs io n
R etrograde In v e rs io n
"S u b sid ia ry  theme" ’ 
s ta te m e n t:
R etrograde
In v e rs io n
R etrograde In v e rs io n
Observe th a t  th e  l a s t  two o p e ra tio n s  y ie ld  no new p itc h  
con to u rs .
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m usical m a te r ia l  th a t  i t s  defined  c o n f ig u ra tio n  s tre n g th e n s  the  
t o t a l  s t ru c tu re  in  a n a tu ra l  manner.
The e n t i r e  work can be shown to  c o n s is t  of fo u r-n o te  g roup ings, 
most o f which a re  c l a s s i f i a b le  in to  s ix  rhythm ic and a r t i c u la t iv e  
p a t te r n s ,  shown in  F igure  8« S u p erp o sitio n  o f fo u r-n o te  groupings 
sometimes r e f l e c t s  th ese  p a t te rn s .  When a fo u r-n o te  m otive occurs 
in  a s in g le  in s tru m e n ta l p a r t ,  o r w ith  the  f i r s t  two n o tes  in  one 
p a r t ,  and the  l a s t  two in  a n o th e r , i t  i s  c a lle d  a " s ta te m e n t"  in  
the  fo llo w in g  a n a ly s is .
Since s ta tem en ts  alm ost in v a r ia b ly  re p re se n t row-form segments 
o f  th e  f i r s t  fo u r , the  m iddle fo u r , or l a s t  fo u r n o te s , t h e i r  
p i tc h  c o n ten t tends to  f a l l  in to  two p itc h -a g g re g a te  c la s s e s :  
th o se  w ith  normal form 0 1 3  4 , and th o se  w ith  normal form 0 1 4 9 .
The f i r s t  and l a s t  te tra c h o rd s  of th e  row form a re  o f the  f i r s t
ty p e , and the  c e n tr a l  te tra c h o rd  i s  of th e  second ty p e . These 
two ty pes o f te tra c h o rd s  seem to  have opposing s t r u c tu r a l  r o le s .
The second type a ls o  occurs in  fou r expanded cy c le s  shown in  F igure 
9. The common use o f s ev e ra l row forms a t  once p erm its  c o n s tru c tio n  
o f th e se  te tra c h o rd s  and expanded cy cles  in d ependen tly  o f the  
req u irem en ts  o f the c o n tin u a tio n  o f th e  row form. The frequency  
o f d i s t r ib u t io n  of a s in g le  row form in  s e v e ra l in s tru m e n ta l p a r ts  
a ls o  f a c i l i t a t e s  freedom of p i tc h  s e le c t io n .
P a tte rn s  c o n s is tin g  of th re e  elem ents a re  s ig n i f ic a n t
s t r u c tu r a l l y  in  the  th ir d  v a r ia t io n ,  th e  " su b s id ia ry  theme" 
v a r ia t io n .  These p a t te rn s  a re  re c a p i tu la te d  in  th e  fo u r th  and 
s ix th  v a r ia t io n s ,  and in  th e  f i f t h  v a r ia t io n  to  a l e s s e r  degree.
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These s e ts  o f th re e  a re  u su a lly  accompanied by a s in g le  fo u r th  note 
e n try ,  com pleting th e  fo u r-n o te  grouping. The p i tc h  co n ten t o f 
tr ic h o rd s  commonly drawn from the  row form a re  as fo llow s (from  P 0 ) : 
0 1 4 ; 2 5 6; 5 6 9 ; 7 10 11 j a l l  o f which have normal form 0 1 4 .
Six te tra c h o rd s  p resen ted  in  the  f i r s t  h a lf  o f th e  theme seem 
to  be s t r u c tu r a l ly  im portan t in  p i tc h - c la s s  sequence and c o n ten t.
They a re  th e  s ix  te tra c h o rd s  o f P 0 and P 1 and th e i r  re tro g ra d e s  
R 0 and R 1. Since P 0 and P 1 a re  r e la te d  bo th  by t r a n s p o s i t io n  
and re tro g ra d e  in v e rs io n , th e se  te tra c h o rd s  a re  c lo se ly  lin k e d .
T heir c o n f ig u ra tio n s , r e la t io n s h ip s ,  and v a r ia n ts  a re  shown in  
F igu re  10. They a re  numbered in  o rder o f appearance in  th e  f i r s t  
h a l f  o f the theme.
T etrachord  3 and te tra c h o rd  6 a re  tr a n s p o s it io n s  up a sem itone 
o f  te tra c h o rd  1 and te tra c h o rd  2 r e s p e c tiv e ly . T etrachord  4 i s  
an in v e rs io n  up a minor s ix th  of te tra c h o rd  1, and te tra c h o rd  5 i s  
a re tro g ra d e  in v e rs io n  o f te tra c h o rd  1 about th e  a x is  o f i t s  f i r s t  
p i tc h  c la s s .  T etrachord  2 i s  f i r s t  p re sen ted  a f t e r  the  l a s t  no te 
o f te tra c h o rd  1, thus in  co n tex t i t  appears a s  (C) B D Eb Gb, 
o ccu rrin g  s im u ltan eo u sly  w ith  te tra c h o rd  3, Bb B D C#. Then the 
d i r e c t io n  o f the in te r v a ls  surrounding  the  c e n tr a l  minor th i r d  in  
te tra c h o rd  3 a re  in  opposing d ire c t io n s  to  th e  in te r v a ls  surrounding  
the  same minor th i r d  in  te tra c h o rd  2. In  th e  course o f  the 
V a r ia tio n s , such p a r t i a l  transfo rm s abound. This one se rv es  to  
. mark the  in te r v a l  B-D as s t r u c tu r a l ly  n o ta b le .
F igure  11 d isp la y s  the  v a r ia n ts  o f p i tc h  contour derived  
from the  i n i t i a l  s ta tem en t and the  " su b s id ia ry  theme" s ta tem en t
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by tran sfo rm a l o p e ra tio n . The a d d itio n a l p i tc h  contour o f th ree  
r i s i n g  in te rv a ls  i s  u s u a lly  a sso c ia te d  w ith  the  second type o f 
te tra c h o rd , and may d e riv e  m etam orphically  from the p itc h  con tours 
shown in  th i s  F ig u re .
The row form i s  d eg en e ra te , R 1 being the  re tro g ra d e  in v e rs io n  
of P 0. D esp ite  t h i s  degeneracy, the  o p e ra tio n s  of re tro g ra d e , 
and re tro g ra d e  in v e rs io n  have sep a ra te  s t r u c tu r a l  fu n c tio n s . The 
re tro g ra d e  o p e ra tio n  p rov ides palindrom es which serve to  mark 
s t r u c tu r a l ly  s ig n i f ic a n t  e v en ts , whereas in v e rs io n  becomes a 
v a ry in g  of m a te r ia l  about a p i tc h  a x is  which i s  thus emphasized as 
a p iv o t. R etrograde in v e rs io n  serves as a r e c a p i tu la t io n  d ev ice , 
a t  i t s  s tro n g e s t when the l a s t  p i tc h -c la s s  o f the  r e s u l t in g  s t r in g  
o f n o tes i s  the  same as the  f i r s t  p i tc h -c la s s  o f the o r ig in a l  
s t r in g .
The degeneracy of row form and the  d e n s ity  w ith  which forms 
a re  used can produce v ary in g  analyses o f the p re c ise  row forms 
appearing  in  some p assag es . The au tho r p re fe rs  the s o lu tio n  of 
H ein rich  D eppert, o u ts tan d in g  fo r  i t s  Webernian e legance , a lthough
3
i t  i s  not the  s im p le s t s o lu tio n  p o ss ib le .
The row form i s  h ex achorda lly  com binato ria l a t  the  tra n s p o s i t io n  
o f the  in te r v a l  o f an augmented fo u r th . Four a d d itio n a l row form 
re la t io n s h ip s  appear to  be im portan t: P 0 - R 5, r e la t in g  to
tra n s p o s it io n  w hile  p re se rv in g  sequences o f p i tc h  c la s s e s ;
P 0 - R 0, producing palindrom es; P 0 - R 3, producing in v e rs io n s  
o f  te tra c h o rd s ;  and P 0 - R 1, producing re tro g rad e  in v e rs io n s  
o f  te tra c h o rd s .
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The r e la t io n s h ip  o f P 0 and R 5 i s  a s  fo llo w s :
P 0 : 0 1 4  3 2 5 6 9 8 7 10 11
R 5: 4 3 0 1 2  11 10 7 8 9  6 5
The p re s e rv a tio n  in  re tro g ra d e  o f th e  s t r in g  5 6 9 8 7 10 11 and 
th e  in tr a v e r s io n  o f the  te tra c h o rd  0 1 4  3 a re  Im portan t to  th e  
s t ru c tu re  o f  th e  V a r ia tio n s . This r e la t io n s h ip  i s  most obv iously  
invoked as P 3 -  R 8, serv in g  as  a p iv o t a t  th e  c en te r  of the  second 
v a r ia t io n .
The r e la t io n s h ip  o f P 0 and R 0 i s ,  o f  co u rse , t h a t  o f  sim ple 
re tro g ra d e . I t  i s  prom inent in  th e  theme, se rv in g  to  in tro d u ce  th e  
palindronw  device  which serv es  to  mark s t r u c tu r a l ly  im portan t even ts  
and to  l in k  the  s ix  m ajor te tra c h o rd s  o f  th e  work.
The te tra c h o rd a l  r e la t io n s h ip  o f P 0 and R 3 i s  a s  fo llo w s:
P 0 :  0 1 4 3  2 5 6 9  8 7  10 11
R 3:  2 1  10 11 0 9 8 5  6 7 4 3
y ie ld in g  two s e ts  o f te tra c h o rd s  w ith  th e  same l a s t  two p i tc h  c la s s e s , 
a p a i r  w ith  th e  In te rv a l  5 - 9 ,  and two more p a ir s  w ith  id e n t ic a l  
I n i t i a l  p i tc h  c la s s e s . The p i tc h  co n ten t o f th e  f i r s t  te tra c h o rd  
o f  R 3 i s  an In v e rs io n  about th e  a x is  1 o f th e  p i tc h  co n ten t o f the 
f i r s t  te tra c h o rd  o f P 0 . The l a s t  te tra c h o rd s  o f the  two row forms 
have a s im ila r  r e la t io n s h ip  by in v e rs io n  about the  a x is  7. The 
t r l c h o r d a l  r e la t io n s h ip s  o f  th e  two row forms a lso  y ie ld  r e l a t io n ­
sh ip s  o f in v e rs io n . Every p o ss ib le  tr ic h o rd  o f  P 0 has a t  l e a s t  
an in v e rs io n  about i t s  i n i t i a l  o r  f in a l  n o te  in  R 3 except 4 3 2.
0 1 4  and 5 6 9 have in v e rs io n s  i n  R 3 about every  p itc h  c la s s  they  
c o n ta in . R 3 i s  th e  " to n ic "  o f  v a r ia t io n  3, th e  su b s id ia ry  theme a re a .
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The r e la t io n s h ip  between P 0 and R 1 i s  as fo llo w s:
P O : 0 1 4 3  2 5 6 9  8 7  10 11
R I :  0 1 1 8 9  10 7 6 3  4 5 2  1
o r re tro g ra d e  in v e rs io n  about the  ax is  o f th e  f i r s t  n o te . The p re ­
s e rv a tio n  o f th e  ad jacen c ie s  2 5 and 7 10 i s  im portan t in  the  theme 
as a means o f  "m odulating" between the  two types o f te tra c h o rd s .
These two forms and th e i r  re tro g rad e s  a re  the  only ones used in  
th e  theme, and to g e th e r  they  a re  used to  g en era te  n e a r ly  a l l  the  
s t r u c tu r a l  p rocedures o f the  work.
A consequence o f tran sfo rm a l v a r ia t io n  o f the  row form which 
has r e s u l t s  w ith  metamorphic im p lic a tio n s  i s  shown by the  re la tio n - , 
sh ip  o f  P 0 and P 2. F i r s t  and l a s t  p a ir s  o f p i tc h  c la s s e s  w ith in  
te tra c h o rd s  a re  in te rch an g ed .
P O : 0 1 4  3 2 5 6  9 8 7  10 11
P 2:  2 3 6 5  4 7 8  11 10 9 0 1
These row form re la t io n s h ip s  a re  so c le a r ly  a sso c ia te d  w ith  
th e  o p e ra tio n s  o f in v e rs io n , re tro g ra d e , re tro g ra d e  in v e rs io n , and 
in tr a v e r s io n  th a t  they  reappear when th e se  o p e ra tio n s  become s t r u c tu r ­
a l l y  im p o rtan t. In  the  s ix th  v a r ia t io n ,  th e se  re la t io n s h ip s  r a th e r  
th an  s p e c i f ic  row forms a re  r e c a p i tu la te d .
The s t ru c tu re  o f th e  theme i s  d esc rib ed  by Webern as resem bling 
th a t  o f a p e rio d , and seems to  correspond to  th a t  o f  a double 
p e r io d . Double p e rio d s  can be p o s tu la ted  in  every  v a r ia t io n  w ith  
v a ry in g  degrees o f c r e d ib i l i ty .  The fo u r th  and s ix th  v a r ia t io n s  
c o n s is t  o f  such in te r lo c k e d , su sta in ed  ph rases th a t  t h e i r  d iv is io n s  
in to  p e r io d ic  segments a re  not unambiguous. P o in ts  of s t r u c tu r a l
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correspondence a re  marked by reappearance o f e v e n ts , o r t h e i r  v a r ia n ts ,  
found in  th e  theme, such as o p e ra tio n s , v o ic in g  sequences, su p e rp o s itio n  
te ch n iq u es , and p itc h  co n ten t. The cycles  o f the  second te tra c h o rd  
type seem to  fu n c tio n  in  a manner opposing th e  way in  which the  
cycles o f  the  f i r s t  te tra c h o rd  type fu n c tio n , which s e ts  up one o f 
many "dom inant," o r ton ic-opposed , s t r u c tu r a l  system s which fu r th e r  
serve to  a r t i c u l a t e  th e  p e r io d ic  s t ru c tu re .
The boundaries o f  phrases a re  o f te n  marked by changes o f tempo, 
fe rm atas, r e s t s ,  and c o n tra s ts  in  tim bre , dynam ics, t e s s i t u r a ,  
rhythm ic and a r t i c u la t io n  p a t te rn s .  Links between v a r ia t io n s  
sometimes ap p ear. There i s  a gen era l tendency fo r  th e  second 
period  to  be a complex v a r ia n t  of the f i r s t .
An a l te r n a te  in te r p r e ta t io n  o f the  form of th e  theme might be 
a s e t  o f  n ested  se c tio n s  about the  i n i t i a l  s ta tem e n t, so th a t  any 
s t r u c tu r a l  break  w ith in  the  theme o r v a r ia t io n  can mark the  end o f 
a fo rm ally  s ig n if ic a n t  p o r tio n , which begins w ith  the  beginning  of 
the  theme o r v a r ia t io n .  This in te r p r e ta t io n  seems to  c l a r i f y  the  
p lan  o f th e  fo u r th  and s ix th  v a r ia t io n s ,  and can be ap p lied  to  the  
o th e rs .
S t i l l  an o th e r in te r p r e ta t io n  o f  th e  s t ru c tu re  o f the  theme 
would be b in a ry , w ith  th e  second s e c tio n  an expansion of the  f i r s t .
This form i s  observed in  the  p re sen t study in  th e  in tro d u c tio n  to  
the  f i r s t  movement o f the  Q u arte t, opus 28, and th e  inter-m ovem ent 
form o f th e  T r io , opus 20. The f i r s t  p a r t  could be r e s t r i c t e d  to  
the  f i r s t  c le a r  form al d iv is io n  o f the  theme. This I n te r p r e ta t io n  
does n o t seem to  account fo r  as much s t r u c tu r a l  d e t a i l  as the  two
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m entioned above.
The tempo s h i f t s  back and fo r th ' from 160 to  112 b e a ts  per 
m inute, a p ro p o r tio n  o f  10 to  7. This s h i f t  may r e f l e c t  th e  p ro ­
p o rtio n s  used in  f i f te e n th - c e n tu r y  m ensurally  n o ta ted  w orks. The 
au th o r has been unable to  fin d  a s ig n if ic a n t  rhythm ic r e l a t i o n  in  
th e  V a ria tio n s  which would make th i s  s h i f t  s t r u c tu r a l ly  m eaningful 
as an independent p a t te r n ,  bu t th e  e x is ten c e  of such a r e l a t i o n  i s  
no t p rec lu d ed . This s h i f t  in su re s  p h rases  o f  unequal d u ra tio n  
alm ost everywhere ex cep t in  the  second v a r ia t io n ,  and f a c i l i t a t e s  
metamorphic rhythm ic v a r ia t io n .
U nlike most o f W ebern's l a t e  in s tru m e n ta l works, th e  V a ria tio n s  
co n ta in s  passages in  which m elodic l in e s  a re  c o n tra s te d  w ith  ac ­
companying f ig u r a t io n s .  Phrases o f  melody can be id e n t i f ie d  
w ith  p rom inen tly  voiced  s e q u e n tia l e n t i t i e s  o ccu rrin g  e i th e r  in  
a s in g le  p a r t  o r  in  p a r ts  lin k ed  by su p e rp o s itio n , o r c lo se  
se q u e n tia l p re s e n ta t io n  w ith  s im ila r  v o ic in g  c h a r a c te r i s t i c s .  Ac­
companying f ig u r a t io n s  appear to  be e i th e r  is o la te d  n o te s  which 
coun terbalance  the  melody in  v o ic in g  and rhythm, o r v e r t i c a l  p i tc h  
ag g re g a te s . I t  i s  o f te n  d i f f i c u l t  to  d is t in g u is h  m elodic m a te r ia l  
from accompaniment in  t h i s  work. The fo llow ing  a n a ly s is  p re se n ts  
only  one o f many p o s s ib le  in te r p r e ta t io n s  o f the  m elodic s t ru c tu re  
o f  th e  V a r ia t io n s .
W ebern's la rg e - s c a le  v a r ia t io n  techn ique can a ls o  be observed 
in  the  Plano V a r ia tio n s , opus 27, Symphony, opus 21, second movement, 
and the  P a s sa c a g lla . opus 1. The P assacag lla  p a r t i c u la r ly  seems 
c lo se  in  s p i r i t  to  th e  work analyzed h e re . Both works c o n s is t  o f
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o r c h e s t r a l  v a r ia t io n s  In  which no p a r t  o f th e  o r ig in a l  theme Is  
k e p t c o n s ta n t as th e  theme I s  metamorphosed In to  cum ula tively  more 
complex, h ig h ly  In d iv id u a l v a r ia t io n s .  The la rg e  form o f both  
works I s  n o t l im ited  to  a s e t  o f  w a te r t ig h t  r e p e t i t io n s  w ith  
a l t e r a t io n s  o f the o r ig in a l  theme, b u t co n ta in s  con tours o f 
d e n s ity  and o f v a rio u s  a sp e c ts  o f sound which tran scen d  s in g le  
v a r ia t io n s ,  l in k in g  them in to  a s in g le  coheren t e n t i ty .
Theme (m easures 1-20)
The f i r s t  m ajor s e c tio n  o f th e  V a ria tio n s  p re se n ts  the  source 
m a te r ia l  and v a r ia t io n  p rocedures which seem to  g en e ra te  th e  r e s t  
o f th e  work. I t  a lso  d isp la y s  sequences o f v o ic in g , p a t te rn s  o f 
s t r u c tu r a l  e v en ts , and phrase d iv is io n s  which appear in  th e  v a r ia ­
t io n s .  Using only  s ta tem e n ts , I t  has a reaso n ab ly  c le a r  double 
pe rio d  s t ru c tu re  w ith  sh o rt coda.
The f i r s t  phrase ex tends from m easures 1 to  3; the  second,
4 to  6 ; th e  th i r d ,  7 to  12; th e  fo u r th , 13 to  18; th e  coda, 19 
to  20. Row forms flow  f r e e ly  from phrase  to  p h ra se , w ith  complete 
v e r t i c a l  d is c o n t in u i ty  ( r e s t s  i n . a l l  p a r t s )  o n ly  in  th e  c e n te r  o f 
th e  th i r d  and fo u r th  p h ra se s . The c e n te rs  o f  th e  f i r s t  and second 
p h rases  a re  marked by c o n tra s t  in  tim b re , dynamic le v e l ,  tempo 
change, and r e s t s  in  some p a r t s .
The f i r s t  h a l f  o f each ph rase  i s  s im p le r in  c o n s tru c tio n  than  
th e  second h a l f .  In  the  f i r s t  p e r io d , th e  f i r s t  h a lv es  c o n s is t 
on ly  o f  s in g le  s ta tem en ts , and th e  second h a lv es  c o n s is t o f two 
superposed s ta tem e n ts . The second h a l f  o f  th e  second phrase i s
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extended by a re tro g ra d e  of one o f  th e se  s ta tem e n ts , belonging  to  
th e  second te tra c h o rd  ty p e , which m ight be considered  to  provide 
a h a l f - c lo s e  fo r  the  double p e rio d .
In  th e  second p e rio d , the  f i r s t  h a lv es  c o n s is t  o f two super­
posed s ta tem e n ts , and the  second ha lv es  c o n s is t  o f  th re e  superposed 
s ta tem en ts  p lu s  a v e r t i c a l  ag g reg a te . The b r i e f  coda re tu rn s  to  
the  s im p lic i ty  o f th e  I n i t i a l  s ta tem en t, c o n s is tin g  of a s in g le  
s ta tem e n t, th e  re tro g ra d e  In v e rs io n  o f th e  I n i t i a l  s ta tem en t ending 
on th e  same no te  as the  f i r s t  no te  o f th e  work. This coda may be 
sa id  to  p rov ide  th e  f u l l - c lo s e  fo r  the double p e r io d .
G en era lly  speaking, th e  f i r s t  ph rase  o f th e  second period  
appears to  be an e la b o ra tio n  o f th e  second phrase  o f  th e  f i r s t  
p e r io d . S im ila r ly , th e  second phrase  o f  th e  second p eriod  
p a r a l l e l s  th e  f i r s t  phrase o f the  f i r s t  p e r io d . T his s t ru c tu re  
i s  s im ila r  to  W ebern's d e s c r ip t io n  o f double p e rio d s  in  h is
4
l e c tu r e s .  In v e rs io n s  appear in  the m iddle two p h rases  o f  the 
double p e r io d , suggesting  a developm ental fu n c tio n ; re tro g ra d e s  
appear in  th e  l a s t  two p h ra ses .
A ll o f  the  te tra c h o rd a l p i tc h  ag g reg a te s  in  th e  theme a re  
s t r u c tu r a l l y  im portan t in  th e  v a r ia t io n s ,  bu t those  marked by 
re tro g ra d e  a re  p a r t i c u la r ly  notew orthy. At the  end o f th e  f i r s t  
p e r io d , te tra c h o rd  6 i s  s ta te d  and im m ediately re tro g ra d e d . In  
the  m iddle o f  th e  f i r s t  h a l f  o f  th e  f i r s t  ph rase  o f the  second 
p e r io d , te tra c h o rd  4 i s  p resen ted  and im m ediately re tro g ra d e d , 
te tra c h o rd  3 i s  re tro g rad ed  and th en  p resen ted  in  i t s  o r ig in a l  
form, and te tra c h o rd  1 i s  re tro g rad ed  and th en  p resen ted  as a
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v e r t i c a l  ag g re g a te . The f l r a t  motive of the  second p e rio d , te tra c h o rd  
3 re tro g ra d e d , la  I t s e l f  re tro g rad ed  In  the  l a s t  ph rase .
R etrograde In v e rs io n s  of th e  I n i t i a l  s ta tem en t, w ith  t h e i r  
apparen t c a d e n tla l  fu n c tio n , appear a t  th e  end o f bo th  p e r io d s , 
and the  end of the  f i r s t  phrase o f th e  second p e rio d . At th e  end 
o f  th e  f i r s t  p e rio d , th e  a x is  o f  In v e rs io n  I s  the  f i r s t  no te  o f 
th e  I n i t i a l  s ta tem e n t; a t  the  end o f th e  f i r s t  phrase o f the  second 
p e rio d , and In  th e  coda, about the  l a s t  note o f  the  i n i t i a l  s t a t e ­
ment.
T ran sp o s itio n s  o f  te tra c h o rd s  appear p r in c ip a l ly  In  th e  f i r s t  
h a lves o f  p h ra se s , and seem to  have a developm ental c h a ra c te r .
They a re  g e n e ra lly  lin k ed  to  t h e i r  con tex t by p itc h  co n ten t by 
p iv o tin g  a d ja c e n c ie s , o f te n  o f a sem itone o r minor th i r d .
When th e  p i tc h  co n ten t o f  any o f th e  te tra c h o rd s  g iven  in  
F igure 9 i s  rep ea ted  in  the second p eriod  as a s ta tem en t, the  
v o ic in g  o f in d iv id u a l p i tc h  c la s s e s  i s  e i th e r  id e n t ic a l  to  t h a t  o f 
t h e i r  f i r s t  s ta tem e n t, o r the e n t i r e  s ta tem en t undergoes an in v e rs io n  
o f r e g i s t e r .  Of th e  r e p e t i t io n s  and re tro g ra d e s  c ite d  above, a l l  
d u p lic a te  o r ig in a l  oc tave  placem ent except fo r  the  fo llo w in g : 
th e  f i r s t  e n try  o f th e  second p eriod  and i t s  re tro g ra d e  in  m easures 
15-16 ( te tra c h o rd  3, re tro g ra d e d ) d is p la y  r e g i s t e r  in v e rs io n ; 
as do th e  s ta tem en ts  o f  te tra c h o rd s  4 and 5, a ls o  in  the  f i r s t  
phrase o f th e  second p e rio d . The a l t e r a t io n  o f te tra c h o rd  5 i s  
not s t r i c t ,  marking th e  f i r s t  occurrence o f  the  new p itc h  con tour 
o f th re e  su ccess iv e  in te r v a ls  in  the  same d i r e c t io n .  The a l t e r a t i o n  
of te tra c h o rd  4 in tro d u ce s  th e  f i r s t  s ta tem en t d iv id ed  between p a r t s .
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Some tim bre changes a ls o  occur, n o tab ly  in  the  s ta tem en t of 
te tra c h o rd  2 in  re tro g ra d e  in  measures 11-12, the  end o f the  th i r d  
p h ra se , in  which the  o r ig in a l  assignm ent o f th e  m otive to  oboe i s  
expanded to  in c lu d e  f lu t e  and c l a r in e t .  Other tim bre  changes 
g e n e ra lly  tend to  be expansions o f t h i s  n a tu re . Changes o f r e g i s t e r  
and tim bre a re  co ncen tra ted  in  th e  th i r d  p h rase .
The freq u e n t tempo changes seem to  serve  to  g ive  added charac­
t e r  to  the  m o tiv ic  s ta tem e n ts , and to  h e ig h ten  the  ex p ress iv en ess  
o f the  s e c t io n . The au th o r sees no c o n s is te n t  s t r u c tu r a l  reason  
fo r  t h e i r  u se , a lthough  in  g en era l th ey  seem to  r e f l e c t  th e  shape 
o f  th e  double p e rio d .
F i r s t  phrase (m easures 1-2)
The f i r s t  h a l f  o f the  f i r s t  phrase c c n s is ts  o f a s ta tem en t 
which i s  r e fe r re d  to  in  th e  fo llow ing  d is c u s s io n  as th e  i n i t i a l  
s ta tem e n t. I t s  p a t te rn s  o f r e g i s t r a t io n ,  p i tc h ,  v o ic in g , a r t i c u ­
la t io n ,  dynamics, and rhythm a re  taken  to  have the  s t r u c tu r a l  
fu n c tio n  o f to n ic  fo r  th e  e n t i r e  work. I t s  te tra c h o rd  p itc h  
co n ten t d e f in e s  te tra c h o rd  1; i t s  rhythm ic and a r t i c u l a t i o n  p a t te rn ,  
p a t te rn  " a ;"  i t s  p i tc h  co n tou r, the o r ig in a l  form o f p i tc h  contour 
fo r  s ta tem en ts  r e la te d  to  i t ,  s p e c i f ic a l ly  a downward leap  followed 
by two upward le a p s , so th a t  the  g en era l p i tc h  d i r e c t io n  i s  upward. 
The a s so c ia te d  nuance m arkings g ive th e  m otive a g re a te r  dynamic 
le v e l  in  i t s  m iddle th an  i t s  ends. I t  i s  s ta te d  p ian o , u sing  a 
compass o f  over two o c tav es , and appears in  th e  co n trab ass  p a r t .
The second h a lf  o f th e  f i r s t  phrase c o n tra s ts  w ith  th e  f i r s t
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Second phrase  (m easures 3-6)
The f i r s t  h a l f  of the  second phrase i s  ag a in  a s in g le  s ta tem en t, 
muted trom bone, r e c a l l in g  th e  t e s s i t u r a ,  p i tc h  d i r e c t io n ,  dynamic 
changes, rhythm ic and a r t i c u la t io n  p a tte rn s  ( in  re tro g ra d e  d im inution) 
and tempo o f th e  f i r s t  h a l f  of the  f i r s t  p h rase . I t s  p i tc h  contour 
i s  re tro g ra d e  in v e rs io n , so th a t  a l l  fo u r tran sfo rm a l v a r ia n ts  of 
th a t  p a t te rn  appear in  th e  f i r s t  fou r s ta tem e n ts . I t s  p i tc h  
sequence d e fin e s  te tra c h o rd  4, which belongs to  the  f i r s t  te tra c h o rd  
ty p e .
The second h a l f  o f th e  second phrase co n ta in s  a p a i r  o f s t a t e ­
ments superposed, forming te tra c h o rd s  5 and 6 . U nlike th e  m otives 
o f the  second h a l f  of the  f i r s t  ph rase , th ese  m otives do n o t c ro s s , 
s ta y  a t  a d is ta n c e  from each o th e r , and conform to  rhythm ic and 
a r t i c u la t io n  p a t te rn s  " c ."  The p itc h  contour o f the  f i r s t  m otive 
o f the p a i r ,  f i r s t  v io l in ,  measures 4 -5 , i s  re tro g ra d e  in v e rs io n ; 
th a t  o f th e  second, v io lo n c e llo , same p la c e , i s  in v e rs io n . The 
rhythm ic p a t te rn s  o f bo th  seem to  be d im inu tions o f " a ,"  th a t  o f 
th e  second s ta tem en t a s l ig h t  metamorphic v a r ia n t  produced by 
sh o rten in g  th e  l a s t  n o te .
This su p e rp o s itio n  i s  followed by a re tro g ra d e  o f th e  second 
s ta tem en t in  th e  same octave and s im ila r  tim b re , bass c l a r in e t ,  
measure 6. This v o ic in g  i s  the  f i r s t  appearance o f a freq u e n t a s ­
s o c ia tio n  o f bass c la r in e t  o r c la r in e t  w ith  c a d e n tia l a re a s ;  h e re , 
w ith  an a rea  which seems to  have a h a lf -c lo s e  fu n c tio n .
This s ta tem en t resem bles th e  i n i t i a l  s ta tem en t in  se v e ra l 
ways. This s ta te m e n t 's  rhythm ic p a t te rn  i s  re tro g ra d e  d im in u tio n ,
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h a lf  In  t e s s i t u r a ,  tim b re , dynamic le v e l ,  p i tc h  d i r e c t io n ,  rhythm ic 
and a r t i c u la t io n  p a t te r n s ,  and p a r t i a l l y  in  te tra c h o rd  fo rm ation .
Some of i t s  a sp e c ts  have th e  s t r u c tu r a l  fu n c tio n  o f a dom inant, 
o r an opposing pole to  th e  to n ic .  I t  c o n s is ts  o f a p a ir  o f  super­
posed s ta tem en ts , the  f i r s t  appearing  in  the  oboe p a r t ,  and the  
second in  the  v io la  p a r t .  T h e ir rhythm ic and a r t i c u la t io n  p a tte rn s  
d e fin e  p a t te rn  " b ,"  an a l te r e d  re tro g ra d e  o f "a" in  d im inu tion .
The f i r s t  m otive o f th e  p a i r  i s  a p itc h -c o n to u r  re tro g ra d e ; th e  
second i s  a p itc h -c o n to u r  in v e rs io n . The te tra c h o rd  p i tc h  co n ten t 
o f th e  f i r s t  d e f in e s  te tra c h o rd  2, belonging  to  the  second t e t r a ­
chord ty p e ; th a t  o f  the  second, te tra c h o rd  3, belonging to  the  
f i r s t  te tra c h o rd  ty p e .
In  su p e rp o s itio n , th e  two m otives form a complex e n t i t y  whose 
rhythm ic and i n t e r v a l l i c  d e n s ity  i s  low a t  beginning and end, 
and high  in  th e  m iddle . The g en era l p i tc h  tren d  of the  complex 
e n t i ty  i s  downward, b a lan c in g  th e  tren d  o f the  f i r s t  h a l f  o f the  
p h rase . The f a l l i n g  in te r v a l  B-D, oboe, i s  rep ea ted  in  th e  same 
octave by the  v io la ,  d isp la y in g  a techn ique of s in g lin g  ou t th ese  
p itc h e s  fo r  fu r th e r  a t t e n t io n  l a t e r  in  the  movement.
The Webern l e t t e r  to  Reich s ta t e s  th a t  both  o f the  te tra c h o rd s  
in  th i s  complex e n t i t y  a re  to  be taken  as v a r ia n ts  o f  the  i n i t i a l  
s ta tem en t, and th a t  th ey  re p re se n t th e  r e s u l t s  of th e  two k in d s  o f 
v a r ia t io n  in tended  by Webern. The sta tem en t in  the  oboe p a r t  
seems g e n e ra lly  to  be m etam orphically  r e la te d  to  the i n t i a l  s ta tem en t.
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I t s  l a s t  n o te  I s  the  f i r s t  no te  o f th e  I n i t i a l  s ta te m e n t. Both end 
on th e  same dynamic le v e l  and a re  n o ta te d  In  6 /8  m e te r; t h i s  dynamic 
le v e l  and m eter do not occur elsew here In  th e  f i r s t  p e rio d .
This s ta tem en t a lso  resem bles th e  second s ta te m e n t. I t s  t e t r a ­
chord type I s  type 2; I t s  a r t i c u la t io n  p a t te r n  I s  " b ,"  and I t s  p i tc h  
con tour I s  an ex ac t In v e rs io n  of th a t  o f  th e  second s ta tem en t about 
th e  a x is  Eb, which occurs In  bo th  s ta te m e n ts . The. s im i l a r i t i e s  o f 
t h i s  s ta tem en t to  the  I n i t i a l  s ta tem en t g ive i t  a c a d e n tla l  charac­
t e r ;  i t s  s im i l a r i t i e s  to  the  second s ta tem en t show th a t  t h i s  cadence 
i s  n o t a c lo su re  to  to n ic  fu n c tio n .
The su p e rp o s itio n  and re tro g ra d e  to g e th e r  form a complex 
e n t i t y  com prising the  second p h rase . The in s tru m en ts  used prov ide 
a tim bre  c lo se r  to  the  c e n tr a l  sound o f the  o rc h e s tra  th an  the  
tim b res  o f  p reced ing  e n t i t i e s .  Again, th e  complex e n t i t y  shows more 
dynamic and i n t e r v a l l l c  d e n s ity  in  i t s  m iddle th an  i t s  ends. I t s  
g e n e ra l p i tc h  d i r e c t io n  i s  downward, so t h a t  fo r  th e  f i r s t  period  
th e  p i tc h  d i r e c t io n  p a t te r n  i s  up-down, up-down, ending w ith  a 
r e tu r n  to  th e  o r ig in a l  p i tc h  and dynamic le v e l .
As th e  second h a lv es  o f  ph rases in  th e  f i r s t  p e rio d  a re  ex­
pansions o f  th e  f i r s t  h a lv e s , the second phrase  i s  an expansion 
o f the  f i r s t  p h rase . The th i r d  phrase p re s e n ts  the  g r e a te s t  e x te n t 
o f expansion  in  the  s e c tio n .
In  th e  f i r s t  p e rio d , th e  most complex s t ru c tu re  i s  th a t  o f two 
superposed s ta tem e n ts , always o ccu rrin g  in  th e  second h a lv es  of 
p h ra se s . In  the  second p e rio d , exclud ing  the  f i n a l  s ta tem en t a re a ,
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two superposed s ta tem en ts  form the  s im p le st s t r u c tu r e ,  and more complex 
e n t i t i e s  appear in  th e  second h a lves o f p h ra ses .
Third phrase  (m easures 7-12,)
The f i r s t  h a l f  o f th e  phrase c o n s is ts  o f  two superposed s ta tem e n ts . 
The f i r s t ,  m easures 7 -9 , f i r s t  v io l in ,  resem bles the  i n i t i a l  s ta tem en t 
in  rhythm ic and a r t i c u l a t i o n  p a t te r n s ,  bo th  re tro g ra d e d , dynamic 
le v e l ,  and p i tc h  r e l a t i o n ,  re tro g rad e d  and tran sp o sed  up a sem itone. 
However, i t s  p i tc h  co n ten t re tro g ra d e s  th a t  o f te tra c h o rd  3, i t s  
p i tc h  contour i s  a r e g i s t e r  in v e rs io n  o f the  f i r s t  s ta tem en t o f th a t  
te tra c h o rd , the  B-D in te r v a l  i s  prom inen tly  vo iced  a g a in , and the  
s ta tem en t occurs a t  a h ig h e r p i tc h  le v e l  and slow er tempo th an  the  
i n i t i a l  s ta tem e n t.
The p i tc h  co n ten t o f the  o th e r s ta tem e n t, m easures 7 -9 , harp 
and c o n tra b ass , re tro g ra d e s  th a t  o f te tra c h o rd  5, and i t s  rhythm ic 
a re  a r t i c u l a t i o n  p a t te rn s  a re  v a r ia n ts  o f " a ."  I t  i s  a ls o  a 
r e g i s t e r  in v e rs io n  o f the  f i r s t  s ta tem en t o f te tra c h o rd  5. The 
complex e n t i t y  formed by th e  superposed sta tem en t as a g e n e ra l ly  
downward p i tc h  d i r e c t io n ,  a decreasin g  dynamic le v e , and a rhythm ic 
and a r t i c u la t io n  p a t te r n  which i s  an e x ten s io n  of ”a" and a 
palindrom e.
The freq u e n t use o f v a rie d  i n i t i a l  s ta tem en t p a t te rn s  here  
a n t ic ip a te s  a s im ila r  use ifc congruent a re a s  o f  th e  fo llow ing  
v a r ia t io n s .  Such use a ls o  r e f l e c t s  th e  tendency o f th e  double­
p e rio d  s t ru c tu re  to  d is p la y  s im ila r  m a te r ia l  a t  th e  beg inn ings o f 
bo th  p e r io d s .
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
257
The second h a l f  o f th e  th i r d  phrase  co n ta in s  th re e  superposed 
s ta tem en ts  and a v e r t i c a l  a g g reg a te . A ll o f th e se  e n t i t l e s  re p e a t 
p i tc h  con ten t o f p rev ious s ta tem e n ts . The f i r s t  re tro g ra d e s  
te tra c h o rd  4 ; th e  second p re se n ts  th e  r e c e n t ly  re tro g rad ed  t e t r a ­
chord 5; and th e  th i r d  re tro g ra d e s  te tra c h o rd  2 In  I t s  o r ig in a l  
r e g i s t r a t i o n  w ith  expanded tim b re , and I t s  o r ig in a l  rh y th lm ic  and 
a r t i c u la t io n  p a t te rn s .  The v e r t i c a l  agg regate  re p e a ts  th e  o r ig in a l  
r e g i s t r a t i o n  w ith  expanded tim bre o f te tra c h o rd  6. The f i r s t  s t a t e ­
ment I s  a r e g i s t e r  re tro g ra d e  and p itc h -c o n to u r  In v e rs io n ; the  
second I s  a r e g i s t e r  In v e rs io n  and p re se n ts  a new p i tc h  con tou r.
None o f th e se  te tra c h o rd s  has th e  c h a ra c te r  o f a to n ic  in  I t s  
o r ig in a l  appearance. A ll o f  the  te tra c h o rd s  p resen ted  in  the  
second phrase  a re  re tro g rad e d  an d /o r in v e rte d  in  the th i r d  p h rase .
The rhythm ic and a r t i c u l a t i o n  p a t te rn s  o f each o f th e  th re e  
l in e a r ly  p resen ted  s ta tem en ts  a re  v a r ia n ts  o f  " a ,"  in  p ro g re s s iv e ly  
sm alle r d im inu tion  o f th e  o r ig in a l  s ta tem e n t. The p i tc h  contour 
o f th e  f i r s t  i s  in v e rs io n ; o f  the  second, a new v a r ia n t ;  o f the 
th i r d ,  the  o r ig in a l  con tou r.
The complex e n t i t y  formed by th e se  m otives and th e  v e r t i c a l  
agg regate  d o n tra s ts  s tro n g ly  w ith  the f i r s t  h a l f  o f th e  th i r d  
p hrase  in  dynamic le v e l ,  g en era l p i tc h  d i r e c t io n ,  rhythm ic and 
i n t e r v a l l i c  d e n s ity , and tim b re . The in s tru m e n ta l sequence i s  
v io lo n c e llo , tu b a , trombone (open), and a s ig n if ic a n t  doubling o f 
f l u t e ,  oboe, and c l a r in e t ,  ending w ith  a sforzando crescendo r e in ­
fo rced  by the  v e r t i c a l  a g g reg a te , sfo rzando  p iz z ic a to  in  a l l  
s t r in g s .
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The th i r d  phrase as a whole can be tak en  to  have the  n a tu re  o f
a palindrom e v a r ia n t ,  cen te red  about the beginning  o f  measure 10 a t
th e  tempo change. The p i tc h  sequence in  harp -co n trab ass-tu b a-tro m b o n e  
in  m easures 8-11 i s  Gb-F-G/A-A-A-G/A-F-F#. The sta tem en t in  woodwinds, 
m easures 11-12, has a p i tc h  co n ten t which i s  a v a r ia n t  o f th a t  o f 
the  s ta tem en t, f i r s t  v io l in ,  measures 7 -9 . The p i tc h  co n ten t of 
th e  agg regate  in  the  s t r in g s ,  measure 12, i s  a v e r t i c a l i z a t i o n  of 
th a t  o f the  h a lf - c lo s e  s ta tem en t, bass c l a r in e t ,  measure 6.
The v o ic in g  sequence o f t h i s  phrase reap p ears  in  some v a r ia n t
in  every  v a r ia t io n  w ith  th e  p o ss ib le  ex cep tio n  o f th e  l a s t .  The
woodwind v o ic in g  i s  g e n e ra lly  a sso c ia te d  w ith  the  i n t e n s i ty  peak 
o f the  s e c tio n . The p i tc h  con ten t o f the  palindrom e noted in  th e  
p reced in g  paragraph  i s  a lso  rep ea ted  in  every  v a r ia t io n ,  sometimes 
w ith  the  added n o tes  B-C. When th e se  no tes a re  ad jo in e d , th e  r e ­
s u l t in g  p i tc h  co n ten t l in k s  th e  re tro g ra d e  in v e rs io n  o f the  i n i t i a l  
s ta tem en t about i t s  l a s t  no te  w ith  the  f i r s t  s ta tem en t o f the  th i r d  
v a r ia t io n ,  th e  " su b s id ia ry  theme" s ta tem en t. In  t h i s  s e c tio n , the  
p i tc h  c la s s  B appears nearby , and C i s  o b ta in a b le  from th e  fo llow ing  
ag g reg ate  in  the  s t r in g s ,  measure 12.
The ag g re g ra te  i t s e l f  i s  the  f i r s t  appearance o f th e  accompanying 
m a te r ia l  fo r  v a r ia t io n s  1 and 2. I t s  immediate v a r ia n t ,  measure 15, 
b ra s s ,  develops through th e  work, cu lm inating  in  prom inent s ta tem en ts  
in  th e  s ix th  v a r ia t io n .
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F ourth  phrase (m easures 13-18)
The f i r s t  h a l f  o f the  fo u r th  phrase  i s  co n stru c ted  much l ik e  
th e  f i r s t  h a l f  o f th e  th i r d  p h ra se , b u t i t  marks a r e tu rn  to  
to n ic  fu n c tio n s . I t  c o n s is ts  o f two superposed s ta tem en ts , the  
f i r s t  in  the  tu b a , a r e tu r n  to  the  t e s s i tu r a  o f the  o r ig in a l  s t a t e ­
ment, and the  second s p l i t  between harp and v io la .
The p i tc h  sequence o f th e  f i r s t  s ta tem en t i s  a re tro g ra d e .o f  
th a t  of the  o r ig in a l  s ta tem e n t; the p i tc h  contour i s  a lso  a r e t r o ­
g rade , and th e  rhythm ic and a r t i c u la t io n  p a t te rn  i s  in  i t s  o r ig in a l  
form. The low dynamic le v e l  i s  a r e tu rn  no t only to  th a t  o f the  
o r ig in a l  s ta tem en t, b u t to  th a t  of the  f i r s t  h a l f  o f the  th i r d  
p h rase .
The p itc h  sequence o f the  second m otive i s  a lso  a re tro g ra d e , 
o f te tra c h o rd  3. I t s  tim bre  p a r t i a l l y  r e f l e c t s  i t s  o r ig in a l  ap­
pearance; i t s  r e g i s t r a t i o n  i s  an ex ac t r e p e t i t io n .  I t  i s  much 
slow er and s o f te r  h e re , and i s  not prom inen tly  voiced as an e n t i t y  
in  i t s e l f .
The rhythm ic and a r t i c u la t io n  palindrom e e f f e c t  r e s u l t in g  
from the  su p e rp o s itio n  o f th e se  two m otives re p e a ts  th a t  found in  
th e  f i r s t  h a l f  o f th e  th i r d  p h rase . The tempo and dynamic le v e l 
a lso  l in k s  th ese  a re a s .
The second h a lf  o f  th e  fo u r th  p h rase , l ik e  the  second h a l f  
o f the  th i r d  ph rase , co n ta in s  th re e  superposed s ta tem en ts  and a 
p i tc h  ag g reg a te . The s e q u e n tia l ly  linked  s ta tem en t appears l a s t  
in  the  th i r d  p h rase ; th e re , i t  appears f i r s t .  The p i tc h  con ten t 
and sequence o f the  f i r s t  m otive i s  a re tro g ra d e  o f the  im m ediately
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preced ing  l a s t  m otive, te tra c h o rd  3; th e  second, re tro g rad e  o f 
te tra c h o rd  6; the  th i r d ,  re tro g ra d e  o f te tra c h o rd  2 . The rhythm ic 
and a r t i c u la t io n  p a tte rn s  o f th e  f i r s t  d u p lic a te s  th a t  o f the  
o r ig in a l  s ta tem en t in  d im inu tions o f th e  o th e r  two, v a r ia n ts  o f 
p a t te rn  "b ."  The p i tc h  contour o f th e  f i r s t  i s  th a t  o f the 
o r ig in a l  s ta tem en t; o f th e  second, in v e rs io n ; o f the  th i r d ,  r e t r o ­
g rade . A ll r e g i s t r a t io n s  a re  those o f th e  o r ig in a l  s ta tem en ts , 
and a l l  tim bres used resem ble those  o r ig in a l ly  used.
The tim bres ob tained  by the  use o f  v io l in -c la r in e t-o b o e  i s  
a re d u c tio n  in  in te n s i ty  from th a t  o f th e  l a s t  h a l f  o f the  th ird  
p h ra se . The g en era l p i tc h  d i r e c t io n  i s  downward, and th e re  i s  a 
sharp  re d u c tio n  in  dynamic le v e l .  Both ph rases  o f th e  second 
p e rio d  a re  te rm ina ted  by a fe rm ata .
The tren d  toward to n ic -a s s o c ia te d  m a te r ia l in  th e  fo u r th  
phrase  cu lm inates in  the  sh o r t coda, to  th e  fo u r th  p h rase , which 
i s  comprised of a s in g le  s ta tem en t o f  th e  fo u r-n o te  m otive. I t s  
p i tc h  co n ten t and sequence i s  a re tro g ra d e  o f te tra ch o rd  5. Thus 
i t  i s  a re tro g ra d e  in v e rs io n  o f the o r ig in a l  s ta te m e n t's  p i tc h  
co n ten t about the  a x is  o f the  f i r s t  no te  o f  th e  work. I t s  p i tc h  
contour i s  a lso  a re tro g ra d e  in v e rs io n ; i t s  rhythm ic and a r t i c u la t io n  
p a t t e r n -i s  "a" in  rhythm ic d im inu tion .
V a ria tio n  I  (measures 21-55)
This v a r ia t io n  i s  a c o d if ic a t io n  and them atic  s ta tem en t o f 
m a te r ia l  in troduced  in  th e  f i r s t  s e c tio n . I t  i s  p r in c ip a l ly
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homophonic in  te x tu r e ,  w ith  a c le a r  d iv is io n  between m elodic and 
accompanying m a te r ia l .  Row forms a re  used l in e a r ly  in  the  f i r s t  
p e r io d , and somewhat more f r e e ly  and d en se ly  in  th e  second p e rio d . 
The sta tem en t commonly spans th re e  o r  more m easures, whereas in  
th e  theme i t  extended to  two m easures a t  m ost. The p h rases  o f 
V a ria tio n  I  a re  a lso  much longer than  those o f th e  theme, and th e i r  
d iv is io n s  and r e la t io n s h ip s  a re  c le a r .  As in  th e  theme, each phrase 
i s  b in a ry , and th e  second phrase i s  extended, t h i s  tim e w ith  
developm ental m a te r ia l .
The p re s e n ta t io n  of te tra c h o rd s  alm ost e x a c tly  d u p lic a te s  th a t  
o f  the  theme, w ith  some a d d itio n s  and v a r ia n ts .  A ll o f  th e  t e t r a ­
chords marked by re tro g ra d e  in  th e  theme reappear i n  congruent 
p o s i t io n s .
Timbre and dynamic le v e l  changes occur on ly  a t  s t r u c tu r a l  
ju n c tu re s . The sequence o f v o ic in g  found in  the  theme i s  g e n e ra lly  
follow ed in  t h i s  v a r ia t io n .  Accompanying chords appear in  each 
in s tru m e n ta l ch o ir in  tu rn .
Changes of r e g i s t e r  and p i tc h  contour a re  more s t a t i c  in  th i s  
v a r ia t io n  than  in  the  theme. The f i r s t  v a r ia t io n ,  in  g e n e ra l, i s  
c h a ra c te r iz e d  by i t s  s t a t i c ,  p re d ic ta b le  adherence to  th e  double 
p e rio d  form.
The tempo i s  in c reased  in  the  second and th i r d  p h ra se s . As 
in  th e  theme, th e se  two phrases co n ta in  a d isp ro p o r tio n a te  amount 
o f n o n -to n ic  m a te r ia l ,  in c lu d in g  in v e rs io n s  and t r a n s p o s i t io n s ,  as 
w e ll as in c re ase d  rhythm ic and i n t e r v a l l i c  d e n s ity . The fo u r th  
phrase  ag ain  re tu rn s  to  to n ic  m a te r ia l ,  c a d e n tia l  fu n c tio n s , and
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a slackened pace.
Transform al and metamorphic v a r ia t io n  o f the  g iven  m a te r ia l 
produces new s tru c tu re s  in  th e  second, th i r d ,  and fo u r th  p h ra ses .
An extended s ta tem en t o f s ix  n o tes  i s  in troduced  in  the  second 
p h ra se , and reap p ears  in  th e  th i r d  and fo u r th  p h ra se s , w ith  s l ig h t  
a l t e r a t i o n s .  Two im portan t new te tra c h o rd s  which p rov ide  l in k s  
between v a r ia t io n s  a re  f i r s t  d isp lay ed  in  the  e x ten s io n  o f the 
second p e rio d . The f i r s t  palindrom e o f a dyad occurs in  th e  l a s t  
h a l f  o f the  fo u r th  p h rase , and i s  d isp lay ed  w ith  th e  im portance 
elsew here re se rv ed  fo r  s ta tem e n ts .
The fo u r cy c les  shown in  F igure  9 f i r s t  appear to g e th e r in  
m easures 29-42, an a rea  which spans th e  b reak  between th e  second 
phrase  and the  th i r d  p h ra se , in c lu d in g  th e  h a lf - c lo s e  a re a . The 
te tra c h o rd  agg regate  im m ediately p reced ing  th e  e x te n s io n , c l a r in e t ,  
m easures 29-31, i s  the  f i r s t  e n try  belong ing  th  Cycle 1. Cycle 2 
i s  rep re se n te d  in  a s ta tem en t, horn , m easures 32-4 . Cycle 3 
occurs in  the  te tra c h o rd  a g g reg a te , harp  and c e le s ta ,  m easures 32-4. 
Cycle 4 appears in  the  s ta tem en t i n i t i a t i n g  th e  th i r d  p h rase , horn 
ag a in , measures 40-42, accompanied by a te tra c h o rd  aggregate  derived  
from Cycle 1.
The fo u r cy cles  reappear in  the  th i r d  a id  fo u r th  p h ra se s .
They can be shown to  be com plete, a lthough  t h i s  com pletion i s  not 
c le a r ly  d e lin e a te d . The s ta tem en t o f su b se ts  o f Cycles 4 and 1 
in  m easures 40-2 a re  noted above. The p i tc h  c la s se s  n ecessa ry  to  
com plete th ese  c y c le s , F#-A and Eb-F# can be found in  m easures 
43-4 , s t r in g s  a id  woodwinds re s p e c t iv e ly .  Cycle 2 i s  more than
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com pletely  s ta te d ,  beginning  w ith  tu b a , m easures 43-6 , th en  trombone, 
m easures 46 (G), ho rn , measures 48-9 , concluding w ith  v io lo n c e llo , 
m easures 49-50. Cycle 3 makes I t s  s tro n g e s t  appearance , harp  and 
c e le s ta ,  m easures 48-50, w ith  nearby C #'s and E 's ,  f i r s t . v i o l i n  and 
v io la ,  to  complete I t s  r e p re s e n ta t io n  in  m easures 46-7* R epresenta­
t iv e s  o f  th e  cy c les  can a ls o  be found in  th e  l a s t  h a l f  o f  the  fo u r th  
p h ra se , measures 52-56 as dyads o r  t r i c h o r d s ,  a n t ic ip a t in g  the 
s t ru c tu r in g  of the  f in a l  measures o f th e  work. Cycle 1 appears in  
th e  Eb-Gb-G-B ag g reg a te , measure 52; Cycle 2, Eb-E-G in  th e  same 
m easure; Cycle 3, by C#-E-F in  m easures 54-5; Cycle 4, by C/A-D-F 
in  th s  same m easures.
O bservation  o f d e l ib e r a te ly  om itted  p i tc h  c la s s e s  i s  in te r e s t in g ,  
i f  n o t o f p rovab le  s t r u c tu r a l  moment. A te tra c h o rd  from Cycle 1 
can be b u i l t  from om issions from th e  f i r s t  p h ra se : B-D from the
f i r s t  h a l f ,  Eb-Gb from th e  second h a l f .  The l a s t  h a l f  o f  th e  fo u r th  
phrase  la ck s  the  p i tc h  c la s s e s  Ab-A-B-C, th o se  o f  th e  i n i t i a l  s t a t e ­
ment o f th e  th i r d  v a r ia t io n ,  the  " su b s id ia ry  theme" s ta tem en t.
F i r s t  p h rase  (measures 21-26)
Each h a l f  o f th e  f i r s t  ph rase  o f th e  f i r s t  p e rio d  c o n ta in  a 
s in g le  th ree-m easure  s ta tem en t. The f i r s t  h a l f  o f  th e  second phrase 
i s  in  a f a s t e r  tempo and spans fo u r m easures, g iv in g  th e  e f f e c t  
o f  a hem io la , and th e  l a s t  h a l f  o f th e  second i s  ex tended . Each 
s ta tem en t i s  accompanied by a rep ea ted  fo u r-n o te  v e r t i c a l  ag g reg a te , 
whose rhythm probably  derived  from p a t te r n  " c ."  The p i tc h  con ten t 
o f the m otives and agg regates  p re sen t te tra c l io rd a l  m a te r ia l  r e la te d
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to  th a t  found in  congruent a reas  of the  theme. This m a te r ia l  i s  
a ls o  extended in  ways analogous to  those  used in  th e  theme.
The tim bre of th e  m elodic s ta tem en ts  p ro g resses  in  w eight o f  
co lo r and volume from so lo  v io l in ,  so lo  v io l in  re in fo rc e d  by muted 
v io l in s ,  c l a r in e t ,  to  trum pet. The tim bre o f the  accompanying 
f ig u re  i s  a ssigned  in  tu rn  to  re p re s e n ta t iv e s  o f a l l  fo u r m ajor 
d iv is io n s  o f the  o rc h e s tr a :  b ra s s ,  woodwinds, low s t r in g s ,  and
c e le s ta  w ith  harp beg inn ing  a new cycle  w ith  woodwinds in  th e  
e x ten s io n . The tim bre o f th e  whole i s  somewhat subdued, and th e  
dynamic le v e l  i s  low, a t  i t s  peak in  th e  e x ten s io n .
The f i r s t  e n try  o f th e  f i r s t  v e r t i c a l  agg regate  comes b e fo re  
th e  double b a r  marking th e  beginning  of th i s  v a r ia t io n ,  and d u p li­
c a te s  the  p i tc h  co n ten t o f  the  l a s t  m o tiv ic  s ta tem en t o f  th e  theme 
( te tra c h o rd  5) in  a low er, more compact r e g i s t r a t i o n .  This p i tc h  
co n ten t thus p rov ides a l in k  between the  f i r s t  two m ajor s e c t io n s .
A fu r th e r  l in k  ac ro ss  th e  double b a r i s  the  s im i la r i ty  in  v o ic in g  
and r e g i s t r a t i o n  o f th e  l a s t  m o tiv ic  s ta tem en t o f th e  theme, and 
the  f i r s t  m o tiv ic  s ta tem en t o f  the  f i r s t  v a r ia t io n .  Both occur in  
so lo  v io l in ,  p ian iss im o , w ith  s im ila r  i n t e r v a l l i c  le a p s . The 
second o f th e se  s ta tem en ts  beg ins w ith  the  l a s t  p i tc h  o f th e  f i r s t .  
The p i tc h  con tours a re  id e n t i c a l .  The second i s  a rhythm ic augmen­
ta t i o n  and re tro g ra d e  o f th e  f i r s t .
The p i tc h  co n ten t and sequence o f th e  l in e a r ly  s ta te d  m otive 
o f  the  f i r s t  h a l f  d u p lic a te s  th a t  o f the  o r ig in a l  s ta tem e n t. I t s  
p i tc h  contour and r e g i s t r a t i o n  a re  re tro g ra d e  in v e rs io n ; i t s  
g en era l p i tc h  d i r e c t io n  i s  upward, i t s  rh y th m ic -a r t ic u la t io n  p a t te rn
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
265
i s  a re tro g ra d e  o f " a ,"  and i t s  dynamic le v e l  i s  low, w ith  g re a te r  
volume in  the  middle than  than  th e  ends. This s ta tem en t i s  then  
s tro n g ly  linked  to  the o r ig in a l  s ta tem en t, which occupies the  cor­
responding  p lace  in  the  theme. The accompanying v e r t i c a l  a g g re g a te 's  
p i tc h  co n ten t i s  th a t  o f te tra c h o rd  5, th e  p i tc h  con ten t o f the  
l a s t  m otive o f the theme.
The p i tc h  con ten t and sequence o f th e  l in e a r ly  s ta te d  motive 
o f the  second h a lf  i s  th a t  o f te tra c h o rd  3. I t s  p i tc h  contour 
i s  th a t  o f  th e  o r ig in a l ,  as i s  i t s  rhythm ic and a r t i c u la t io n  
p a t te r n s .  The p itc h  con ten t o f  th e  accompanying te tra c h o rd  i s  
t h a t  o f te tra c h o rd  2, which a lso  occupies th e  corresponding  p lace  
in  th e  theme. Thus, th e  B-D doubling  of the  l a s t  h a l f  o f  th e  f i r s t  
ph rase  o f the  theme i s  d u p lic a ted  h e re . The g en e ra l p i tc h  d ir e c t io n  
ag a in  upward.
Second ph rase  (measures 27-39)
The p i tc h  con ten t and sequence o f  the  l in e a r ly  s ta te d  motive o f 
the  f i r s t  h a l f  of the  second phrase  i s  ag ain  th a t  o f te tra c h o rd  4.
This s ta tem en t i s  extended in  the  manner p re v io u s ly  noted in  the  
theme, th i r d  and fo u r th  p h ra ses . The p i tc h  contour i s  th a t  o f the 
o r ig in a l ;  th e  rh y th m ic -a r t ic u la tio n  p a t te rn  i s  an e x ten s io n  of 
" a ,"  perhaps a fo re c a s t  of " f . "  The p i tc h  co n ten t o f  the  accompanying 
v e r t i c a l  aggregate  i s  th a t  o f te tra c h o rd  1.
The p i tc h  con ten t and sequence o f  th e  nex t s ta tem en t (measures 
32-34) i s  th a t  of te tra c h o rd  6, which was the  h a lf - c lo s e  te tra ch o rd  
o f the  theme. The p i tc h  contour d u p lic a te s  th a t  o f  i t s  f i r s t
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statem ent In  th e  theme; i t  i s  more p rom inently  v o iced , and transposed  
up an o c tav e , and g re a t ly  augmented rh y th m ica lly . I t s  nuance p a t te rn  
re tro g ra d e s  th a t  o f th e  second statem ent in  th e  theme.
The v e r t i c a l  a g g re g a te 's  p i tc h  con ten t r e s u l t s  from th e  super­
p o s it io n  o f  two row form s, and does no t d u p lic a te  th e  p i tc h  con ten t 
of p rev ious te t r a c h o rd s . I t  has the  dominant normal form 0 1 4  9, 
and co n ta in s  the  in te r v a l  A-C in  common w ith  th e  f i r s t  te tra c h o rd .
I t  may th en  be sa id  to  be a tr a n s p o s it io n  o f th e  dominant te tra c h o rd  
p a tte rn  to  the  p i tc h  le v e l o f te tra c h o rd  1.
The s ta tem en ts  contained  in  th e  e x ten s io n  (m easures 35-39) . 
p re sen t new, s ig n if ic a n t  v a r ia n ts  o f the  i n i t i a l  s ta tem en t which 
a re  used l a t e r  in  the  work. The f i r s t  i s  a t r a n s p o s i t io n  o f the  
ex ten s io n  found in  the  f i r s t  h a l f  o f th e  second phrase  (m easures 
27-31), i t s  rhythm ic re tro g ra d e , and i t s  r e g i s t e r  re tro g ra d e  in v e r­
s io n . Thus th e se  two sta tem en ts  frame th e  s ta tem en t o f  th e  h a l f ­
c lose  te tra c h o rd  in  measures 32-34.
The f i r s t  fo u r n o tes  o f the  extended s ta tem en t in  measures 
35-38, f i r s t  v io l i n ,  r e f e r  back to  th e  i n i t i a l  s ta tem e n t, i t s  
p i tc h  co n ten t transposed  up an augmented fo u r th , s im ila r  tim bre 
r e g i s t e r  in v e rs io n . The f i r s t  two n o te s , Eb-D, he ld  in  common 
w ith  th e  p i tc h  co n ten t o f te tra c h o rd  2, suggest th a t  th e  to n ic  
te tra c h o rd  p a t te r n  i s  to  be considered transposed  to  th e  p i tc h  
le v e l o f th e  o r ig in a l  dominant te tra c h o rd . The s t r u c tu r a l ly  
im portan t in te r v a l  D-F i s  f i r s t  p resen ted  h e re . The p i tc h  co n ten t 
of th i s  s ta tem en t i s  th a t  o f the  "m odulation" between v a r ia t io n s  
5 and 6 (m easures 135-136).
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The p i tc h  co n ten t o f th e  s ta tem en t, v io lo n c e llo , measures 38-39, 
superposed on th e  extended sta tem en t appears to  be taken  from th re e  
row form s, and i s  a lso  in  the  to n ic  te tra c h o rd  p a t te rn .  I t s  c e n tr a l  
A-C in te r v a l  (which appears as the o u te r  p i tc h -c la s s e s  of te tra c h o rd  
1 in  the  o r ig in a l  s ta tem en t) a lso  su ggests  a sh if te d  re la t io n s h ip  
to  the  to n ic .  This p a r t i c u la r  v a r ia n t  re c u rs  as th e  most prom inent 
l in k  between v a r ia t io n s  2 and 3.
Third phrase (m easures 40-47)
The f i r s t  h a lv es  of p h rases  in  the  second p e rio d , l ik e  those  
o f the  f i r s t  p e rio d , c o n s is t  o f a s ta tem en t and a v e r t i c a l  ag g reg a te . 
The second h a l f  o f th e  th i r d  phrase resem bles th a t  o f th e  theme 
in  i t s  c o n s tru c tio n . The second h a lf  o f th e  fo u r th  phrase  p re se n ts  
techn iques used in  the  fo u r th  phrase o f th e  theme. F itc h  .contours 
r i s e  in  the  th i r d  p h ra se , f a l l  in  the f i r s t  h a l f  o f th e  fo u r th  
p h rase , and r i s e  in  th e  l a s t  h a l f  o f the  fo u r th  p h rase .
The tim bre in te n s i ty ,  a s  w e ll as dynamic le v e l ,  assigned  to  
m o tiv ic  s ta tem en ts  r i s e s  from horn, p ian issim o , to  a r e p e t i t io n  of 
th e  doubling o f f l u t e ,  oboe, and c la r in e t  which appeared in  the  
congruent a re a  o f  th e  theme, ra p id ly  dropping o f f  from th i s  peak 
back to  p ian issim o  horn , and bass c l a r in e t .  This l a s t  instrum ent 
had c lo sin g  o r c a d e n tia l  m a te r ia l  no t on ly  in  the  congruent a rea  
o f th e  theme, bu t in  i t s  h a lf -c lo s e  a re a  as w e ll.
A tempo change w ith  an in c reased  number o f m easures in  the  
a rea  o f woodwind doubling  may have been in tended  as a hemiola
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e f f e c t .  The h igh  p o in t o f in te n s i ty ,  however, was reached in  the  
ex ten s io n  a t  th e  end o f the  f i r s t  p e rio d .
The v e r t i c a l  ag g reg a tes  a re  once ag ain  ass ig n ed  in  tu rn  to  
re p re s e n ta t iv e s  o f  th e  m ajor d iv is io n s  o f the  o rc h e s tr a :  p iz z ic a to
s t r in g s ,  su s ta in e d  s t r in g s ,  and harp w ith  c e le s ta ,  and b ra s s , 
com pleting th e  cycle  o u tlin e d  in  th e  f i r s t  p e r io d . The use o f horn 
fo r  two m o tiv ic  s ta tem en ts  may p a r a l l e l  the  use o f t u t t i  muted 
v io l in  fo r  two m o tiv ic  s ta tem en ts  in  th e  f i r s t  p e r io d . The sequence 
o f  tu b a , trom bone, and doubled woodwinds in  m easures 43-46 e x a c tly  
p a r a l l e l s  th e  sequence in  the  congruent a re a  o f  th e  theme.
Rhythmic p a t te rn s  a re  a l l  augm entations o f " a ,"  w ith  two 
e x c e p tio n s : the  woodwind doub ling , an augm entation o f " b ,"  which
a ls o  d e riv ed  from "b" in  th e  theme; and the  f i r s t  m o tiv ic  s ta tem en t 
in  th e  fo u r th  p h ra se , a lso  an augm entation o f " b ."
The p i tc h  r e l a t io n  to  the  cycles  o f F ig u re  8 a re  d iscu ssed  
above. A n a ly sis  o f  te tra c h o rd a l  co n ten t y ie ld s  s p e c i f ic  l in k s  to  
congruent ev en ts  in  the  theme.
The f i r s t  m o tiv ic  s ta tem en t has th e  p i tc h - c la s s e s  Bb-C# 
in  common w ith  i t s  analogue in  th e  theme. I t  a lso  co n ta in s  the  
D-F ag g reg a te  in troduced  in  the  m o tiv ic  s ta tem en t im m ediately 
p reced in g , in  th e  e x ten s io n  o f the  h a l f - c lo s e .  I t s  accompanying 
ag g reg ate  has D-Bb-B in  common w ith  the  same analogue, so th a t  
m o tiv ic  s ta tem en t and accompaniment may bo th  be sa id  to  d e r iv e  
from the  same s ta tem en t in  the  theme (measures 7 -8 ) .
The second h a l f  o f th e  th i r d  phrase  p re se n ts  te tra c h o rd  4 
in  th e  accompanying v e r t i c a l  ag g reg a te . The appearance o f t h i s
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te tra c h o rd  here i s  p reserved  in  the  v a r ia t io n s  to  come, and h e lp s  
provide evidence fo r  lo c a t in g  t h i s  area  o f the  form. The woodwind 
passage co n ta in s  the  p i tc h  c la s s e s  F#-Eb in  common w ith  i t s  analogue, 
and i t s  p i tc h - c la s s  co n ten t i s  in v e rs io n a l ly  r e la te d  to  th a t  o f the  
analogue about the a x is  o f F#-Eb.
The extended s ta tem en t, m easures 43-6 , tuba and trombone, i s  a 
t r a n s p o s i t io n  down a m ajor th ird  of the  extended s ta tem en t, m easures 
27-31, and i s  the  th ir d  occurrence o f the  extended sta tem en t in  t h i s  
s e c tio n . The aggregate  ap p earin g  in  m easures 46-7 i s  an in v e rs io n  o f 
i t s  analogue in  the  theme, about th e  a x is  C.
F ourth  phrase (m easures 48-55)
The p itc h  co n ten t o f th e  s ta tem en t and aggregate  o f th e  f i r s t  h a l f  
o f the fo u r th  phrase appears to  be defined  by the  requ irem en ts o f cycle  
com pletion. While th e re  i s  a dim p itc h  r e la t io n s h ip  w ith  the  analogues, 
i t  does not seem d e f in i te  Enough to  be a s s e r te d  h e re . The p i tc h  
re la t io n s h ip s  of the  l a s t  h a l f  o f the  fo u r th  p h rase , measures 52-5, seem 
to  be new. The unequal v o ic in g  o f p i tc h  c la s s e s  i s  e v id e n t; the  
palindrom e about th e  a x is  C#-D may a n t ic ip a te  the  h ig h e s t p itc h e s  
exposed in  th e  f i r s t  two measures o f th e  second v a r ia t io n ,  C#-C-D.
The l a s t  h a l f  of th i s  palindrom e can be linked  w ith  E-F, v io la ,  measures 
54-5, to  form the  te tra c h o rd  C#-D-E-F, which in v e r ts  the  p i tc h - c la s s  
co n ten t o f te tra c h o rd  1 about i t s  h ig h e s t p i tc h ,  C#. This in v e rs io n  would 
be c o n s is te n t w ith  the  occurrence  o f te tra c h o rd  5, an in v e rs io n  of
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te tra c h o rd  1 about i t s  low est p i tc h ,  A, in  the  congruent a rea  o f 
the  theme.
V a ria tio n  2 (measures 56-73)
W ebern's l e t t e r  to  W illi  Reich d e sc r ib e s  t h i s  v a r ia t io n  as 
a b rid g e  passage between th e  f i r s t  and th i r d  v a r ia t io n s ,  the p r in c i ­
p a l and su b s id ia ry  themes r e s p e c t iv e ly .^  I t  seems to  serve as a 
s t r u c tu r a l  p iv o t o r m odulatory passage in  many ways. I t s  form 
f a l l s  e a s i ly  in to  the double p e rio d  framework p re v io u s ly  e s ta b lis h e d , 
i t s  f i r s t  and th ir d  ph rases a re  o f  e x a c tly  eq u a l le n g th , o f 2 bars  
each o f 2 /4  and 3 /8  m eter. I t s  second ph rase  i s  o f  th a t  len g th  
p lu s  an "ex ten s io n "  of a measure of s i le n c e ,  and i t s  fo u r th  phrase 
co n ta in s  th re e  b a rs  o f  3 /8  m eter and one b a r  o f 2 /4  m eter, ending 
w ith  a t r a n s i t io n  in to  the  th i r d  v a r ia t io n .  Phrase endpo in ts  seem 
to  be c le a r ly  d e fin e d , and the  p h rases  s tro n g ly  resem ble one a n o th e r. 
A minimum of new m a te r ia l w ith  re s p e c t to  v o ic in g , rhythm, and 
a r t i c u la t io n  i s  in troduced  a f t e r  the  p a t te rn s  a re  s e t  in  the f i r s t  
p h rase .
A ccording to  D eppert,^  the row form sequence i s  determ ined by 
two sim ultaneous, opposing c y c le s , one c o n s is tin g  o f seven successive  
t r a n s p o s i t io n s  o f P 1 a t  th e  in te r v a l  of a p e r f e c t  f i f t h ,  th e  o th e r 
by seven su ccessiv e  tr a n s p o s it io n s  o f R 0 (RI 11) a t  the  In te rv a l  
o f a p e r fe c t  fo u r th . The two o r ig in a l  rows a re  prom inent in  the  
theme, and th e i r  u ltim a te  tr a n s p o s i t io n  to  th e  le v e l  o f the augmented 
fo u r th  w ith  a re tu rn  to  t h e i r  o r ig in a l  r e la t io n s h ip s  serves to  both
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c lo se  out the s e c t io n  and p repare  the  p i tc h  r e la t io n s h ip s  fo r  th e  
th i r d  v a r ia t io n .
Webern seems to  have thought of th e  in te r v a l  o f  th e  augmented 
fo u r th  as a p o s s ib le  replacem ent fo r  th a t  o f th e  p e r fe c t  f i f t h  in
g
the  s e r i a l  use o f to n a l ly  based form s. A la rg e  a rea  o f dominant 
p i tc h  r e la t io n s h ip s  i s  e s ta b lis h e d  by t h i s  m odulation , and th e  sub­
s id ia r y  theme may be sa id  to  have the  p roper "key" r e la t io n s h ip  to  
the  to n ic .  However, th e  s i tu a t io n  may no t be so sim ple . As noted 
above, in v e rs io n a l  r e la t io n s h ip s  a lso  a re  assigned  a dominant 
fu n c tio n  in  t h i s  work.
The te x tu re  c o n s is ts  o f v e r t i c a l  p re s e n ta t io n  o f ag g re g a te s , 
w ith  a minimum o f th em atic  sta tem en t excep t in  th e  t r a n s i t i o n .  The 
summation o f th e se  ag g re g a te s , measure by m easure, i s  in v a r ia b ly  
sym m etrical and fo llow s a d e f in i te  sequence o f p re s e n ta t io n  and 
re tro g ra d e . This p ro p e rty  may be no more than  a consequence o f 
the  sequence o f row forms used , but i t s  obviousness may in  i t s e l f  
be s ig n i f ic a n t .
The v o ic in g  o f ag g reg a tes  i s  in v a r ia b ly  by in s tru m e n ta l 
c h o irs , w ith  the  winds much more p rom inently  d isp lay ed  th an  e i th e r  
the  s t r in g s  or p itc h e d  p e rc u ss io n . Except in  th e  f i r s t  p h ra se , 
where tw o-note s lu r s  occu r, v e r t i c a l  ag g reg a tes  c o n s is t  sim ply o f 
su s ta in ed  o r  sh o r t s in g le  s e t s .  Rhythmic p a tte rn s  d e riv ed  from 
complex e n t i t i e s  formed from th e se  ag g reg a te s  a re ,  r e l a t i v e ly  
speaking , sim ple .
The wide range o f row forms used makes p o ss ib le  th e  p re s e n ta t io n
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of te tra c h o rd s  which have s t r u c tu r a l  consequences l a t e r  in  the  work. 
These te tra c h o rd s  o f te n  have th re e  p i tc h  c la s s e s  in  common w ith  
p rev ious te tra c h o rd s , a re  r e la te d  to  te tra c h o rd  1 by the  l a s t  cycle 
shown in  F igure 10, or appear in  one o f the  cy c le s  o f F igure  8.
The a u ra l r e s u l t  o f apparen t metamorphic v a r ia t io n  i s  thus obtained 
through tran sfo rm a l means. This r e la t io n  o f metamorphic m a n ife s ta tio n  
o f tran sfo rm al fu n c tio n  i s  developed in  the th i r d  and fo u rth  v a r ia t io n s .  
The tr ic h o rd  r e la t io n s h ip  a n t ic ip a te s  s im ila r  r e la t io n s h ip s  in  the  
th ird  v a r ia t io n .  The p i tc h - c la s s  co n ten t o f te tra c h o rd s  i s ,  perhaps 
in c id e n ta l ly ,  o f te n  re la te d  to  those  of P 10, in tr a v e r s io n a l ly  
re la te d  to  P 0.
The f i r s t  two te tra c h o rd s  of v a r ia t io n  4 appear in  the  more 
in te n se  p a r t  of the  s e c tio n , measure 60, th e  beginning  of th e  second 
ph rase , and measure 65, the  beginning  o f the  th i r d  p h rase . These 
te tra c h o rd s  have not appeared p re v io u s ly  in  the  movement. T heir 
occurrence here  i s  a jump in  the  s e q u e n tia l p a t te rn  o f developm ent, 
which im m ediately re tro g ra d e s  to  th e  f i r s t  two te tra c h o rd s  o f v a r ia t io n  
3 (th e  f i r s t  o f which appears b r i e f ly  in  measure 63), measure 66, 
c lo s in g  the  second v a r ia t io n .
The only  s ta tem en ts  in  the  v a r ia t io n  a re  those in  measures 
72-3, p re sen tin g  the  p i tc h -c la s s  con ten t o f th a t  of the  f i r s t  two t e t r a ­
chords of the  th i r d  v a r ia t io n ,  in v e rs io n a l ly  r e la te d  about th e  a x is  of 
the  f i r s t  p itc h  c la s s  o f the  work, A. The second v a r ia t io n  then 
culm inates i t s  "m odulation" from th e  p itc h  re la t io n s h ip s  o f  P 0 to  
those o f R 4, the  re tro g ra d e  in v e rs io n  o f th e  row form in v e rs io n a lly  
r e la te d  to  P 0, P 3. These l a t t e r  p itc h  re la t io n s h ip s  a re  thought to
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be c h a r a c te r i s t i c  o f  In v o ca tio n s  o f th e  " su b s id ia ry  theme" m a te r ia l .  
O ther in te r r e la t io n s h ip s  between th i s  complex e n t i t y  and the  f i r s t  
complex e n t i t y  o f th e  th i r d  v a r ia t io n  a re  d iscu ssed  below.
The p i tc h  contour o f th e  f i r s t  o f  th e  s ta tem en ts  a t  the  end o f 
th e  second v a r ia t io n ,  c l a r in e t ,  i s  re tro g ra d e  in v e rs io n , r e f le c t in g  
th a t  o f th e  l a s t  s ta tem en t o f the  theme. The p i tc h  contour o f the 
second, so lo  v io l in ,  i s  a re tro g ra d e , and i t s  r e g i s t e r  and tim bre 
seem to  be in v e rs io n s  of th e  r e g i s t e r  and tim bre o f th e  i n i t i a l  
s ta tem e n t. Thus, the  second sta tem en t i s  a re tro g ra d e  and an in ­
v e rs io n .
The v o ic in g  o f th e se  s ta tem en ts  r e f l e c t s  th e  v o ic in g  o f the  
l a s t  s ta tem en ts  o f the  theme and f i r s t  v a r ia t io n ,  so lo  f i r s t  
v io l in  and bass c la r in e t  r e s p e c tiv e ly . The p i tc h  con tours balance 
each o th e r , and the  two sta tem en ts  i n t e r s e c t  in  tim e on a unison.
A, th e  p iv o t o f t h e i r  in v e rs io n a l r e l a t io n .  The manner of re s o lu t io n  
o f t h i s  un ison  emphasized th i s  r e l a t io n .  The rhythm o f the  complex 
e n t i t y  formed by th e  two sta tem en ts  c o n s is ts  o f an e ig h th  note 
follow ed by seven consecu tive s ix te e n  n o te s , a p robab ly  expansion 
in  a c c e le ra te d  tempo o f the  rhythm ic p a t te rn  o f th re e  successive  
a t ta c k s  found in  measures 68, 70, and 71, the  m iddle o f the  second 
p e rio d , which a lso  a n t ic ip a te s  the  rhythm ic p a t te rn  o f the th re e -  
no te  m otive o f the  th ir d  v a r ia t io n .
The rhythm ic p a tte rn  o f  each o f th e  two s ta tem en ts  i s  a 
fragm ent o f  p a t te rn  " b ," re p e a te d , o r ig in a l  form in  th e  f i r s t  
s ta tem e n t, and re tro g rad ed  in  the second. This r e p e t i t io n  forms 
a new rhythm ic p a t te rn  which i s  im portan t in  the th i r d  v a r ia t io n .
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The second sta tem en t I s  d iv ided  in to  a p iz z ic a to  note and a s h o r t  
ph rase , a rco , of th re e  n o te s , p o ss ib ly  in  p re p a ra tio n  o f the  
f ig u ra t io n s  o f th e  nex t s e c tio n .
V a ria tio n  3 (m easures 74-110)
This s e c tio n , acco rd in g  to  Webern, p re se n ts  th e  su b s id ia ry  
theme. Three s t r u c tu r a l  dev ices  predom inate here  fo r  th e  f i r s t  
tim e: th re e -n o te  m o tiv es , fo r  c l a r i t y ,  re fe r re d  to  in  t h i s  d i s ­
cussion  as " f ig u r a t io n s ,"  palindrom es of two to  f iv e  n o te s , and 
in v e rs io n s . Palindrom es can sometimes be a lso  in te rp re te d  as 
te tra c h o rd a l  p e rm u ta tio n s , i f  c e r ta in  a u x i l ia ry  n o tes  a re  a lso  
considered .
This i s  the  f i r s t  v a r ia t io n  whose d iv is io n  in to  fo u r ph rases  
i s  n o t c le a r .  The d iv is io n  g iven  in  t h i s  a n a ly s is  i s  p r in c ip a l ly  
based on congruences w ith  a re as  in  th e  theme and f i r s t  v a r ia t io n .  
However, th e se  congruences a re  prone to  r e l a t iv e  l in e a r  s h i f t s ,  
s im ila r  to  l in e a r  s h i f t s  p o ss ib le  in  th e  r e a l iz a t io n  o f m ensural 
n o ta tio n .
The use o f p ro g re s s iv e ly  lower tra n s p o s it io n s  o f row forms 
y ie ld s  s im ila r  in te r v a ls  w ith  su cc e ss iv e ly  lower p i tc h  le v e l s ,  
r e s u l t in g  in  a p e rv asiv e  downward tren d  of p i tc h .  This tren d  i s  
o f f s e t  by s tro n g , r i s in g  s ta tem en ts  o f th e  fo u r-n o te  m otive, 
u su a lly  p o r tio n s  o f the  cy c le s  o f F igure 9 . M ate ria l n o t belonging  
to  th ese  s ta tem en ts  i s  u s u a lly  r a th e r  d e l ic a te ly  vo iced , w ith  
r e l a t iv e ly  few complex e n t i t i e s .  F requent s h i f t s  o f tempo add to
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th e  g e n e ra lly  Im prov isa to ry  c h a ra c te r  o f the s e c t io n .
The f i r s t  two measures a re  lin k ed  to  th e  l a s t  two o f the  p re­
ceding s e c tio n , and a l l  th re e  new s t r u c tu r a l  de term inan ts  a re  shown. 
Links to  th e  fo u r th  v a r ia t io n  appear in  th e  second p h rase , and in  
th e  c lo s in g  m easures o f the  s e c t io n . The p o s i t io n  o f th e se  l in k s  
i s  analogous to  th a t  o f m a te r ia l in  th e  second v a r ia t io n  a n t ic ip a t in g  
th e  s t ru c tu re  o f the  th ir d  v a r ia t io n .
C o n trasts  o f dynamic le v e l abound. There i s  a g rad u a l buildup 
o f  in te n s i ty  and dynamic le v e l  to  th e  end o f th e  second ph rase , 
w ith  some slacken ing  in  th e  th i r d  p h ra se , and c le a r  v e r t i c a l  d iv is io n s  
in  th e  fo u r th  phrase between p ian issim o  and fo r t is s im o . Changes 
o f tempo, rhythm ic p a t te r n ,  and f r e e  v e r t i c a l  correspondence give 
an i l l u s i o n  o f f r e e ,  alm ost im p ro v isa to ry  s t r u c tu r e ,  in  which pro - 
m enently voiced palindrom es assume a u ra l  im portance.
A ll phuases p re se n t in v e rs io n s  and re tro g ra d e  in v e rs io n s  of 
th e  te tra c h o rd s  which appear in  congruent p a r ts  o f th e  theme, 
s e q u e n tia l ly  and d i s t i n c t l y  in  the  f i r s t  p e rio d , and in te r la c e d  in  
th e  second. The exac t tran sfo rm a l method and th e  r e l a t i o n  of 
superposed te tra c h o rd s  i s  im portan t s t r u c tu r a l ly ,  rem aining con­
s i s t e n t ,  u s u a lly , w ith in  each p h rase . The f i r s t  and l a s t  p a ir s  
o f  fo u r-n o te  p a tte rn s  on v a rio u s  le v e ls  a re  s h i f te d ,  as a re  the 
in n e r and o u te r  p a i r s .  The r e s u l t s  o f th ese  transfo rm s and 
s h i f t in g s  a re  used in  th e  fo llow ing  v a r ia t io n .
The f i r s t  no tes  of the i n i t i a l  s ta tem en ts  o f  the  second and 
th i r d  ph rases  do no t co incide  w ith  th e  tempo changes which might 
be tak en  to  mark the  head of th e se  p h ra se s . Voicing p a t te rn s  do
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n o t always appear In  th e  a re a s  which t h e i r  appearance in  th e  theme 
m ight lead  one to  a n t ic ip a te  them. These s t r u c tu r a l  changes seem 
to  be symptomatic o f a g en era l loosen ing  o f the  v e r t i c a l  co rrespon­
dences e s ta b lis h e d  in  th e  theme. The ph rases  as d e fin ed  here  a re  
o f n e a r ly  eq u al le n g th  and seem to  be in te r n a l ly  c o n s is te n t  
s t r u c tu r a l ly .
T etracho rd  p i tc h  co n ten t i s  o f te n  r e la te d  in v e r s io n a l ly  to  
te tra c h o rd s  o f  the  theme and f i r s t  v a r ia t io n .  The a x is  o f in v e rs io n  
i s  g e n e ra lly  s ig n i f ic a n t .  Dyads and t r ic h o rd s  w ith  p iv o ta l  p i tc h  
fu n c tio n s  occur f re q u e n tly . M otiv ic fragm ents o f te n  have m u ltip le  
s t r u c tu r a l  fu n c tio n s .
F i r s t  p h rase  (m easures 74-81)
In v e rs io n s  o f  the  th re e  te tra c h o rd s  p re sen ted  in  the f i r s t  
phrase  o f  th e  theme a re  g iven  h e re , superposed upon them selves 
acco rd ing  to  a c o n s is te n t  scheme o f tra n sfo rm a l r e la t io n s h ip  to  
th e  o r ig in a l  s ta te m e n ts . The f i r s t  ph rase  co n ta in s  th re e  complex 
e n t i t i e s ,  each c o n s is t in g  o f a m o tiv ic  s ta tem en t w ith  an accompanying 
f ig u r a t io n  w ith  is o la te d  n o te .
The f i r s t  s ta tem en t o f th e  v a r ia t io n ,  f l u t e ,  m easures 74-5, 
c lo se ly  p a r a l l e l s  th e  l a s t  one o f th e  p reced ing  s e c t io n , so lo  
f i r s t  v io l i n ,  m easures 72-3 . This f i r s t  s ta tem en t i s  c a lle d  th e  
" su b s id ia ry  theme" s ta tem en t in  t h i s  a n a ly s is ,  and i t  has alm ost 
a s  much s t r u c tu r a l  s ig n if ic a n c e  in  the  work as  a whole as  the  
i n i t i a l  s ta tem en t does. I t s  p a t te rn s  a re  c lo se ly  r e la te d  to  those
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o f th e  l a s t  s ta tem en t o f  th e  p reced in g  s e c tio n . I t s  a t ta c k s  a re  
rh y th m ica lly  an e x ac t augm entation a t  an in c reased  tempo; i t s  p i tc h  
con ten t i s  id e n t i c a l ,  the  o rd e r s h if te d  so th a t  th e  p rev ious 
p o s i t io n s  o f in n e r and o u te r  p a i r s  a re  re v e rse d , an in t r a v e r s io n a l  
techn ique  im portan t to  t h i s  v a r ia t io n .  The dynamic p a t te rn  
sforzando a t ta c k  — two n o te  s lu r  a t  a lower dynamic le v e l  — 
sforzando a t ta c k  i s  a r e p e t i t i o n  o f th a t  o f  th e  p rev ious s ta tem en t; 
i t s  p i tc h  contour i s  a re tro g ra d e  in v e rs io n , and i t s  r e g i s t e r  i s  
v e ry  n e a r ly  a r e p e t i t io n .
The " su b s id ia ry  theme" s ta te m e n t 's  p i tc h  sequence i s  a r e t r o ­
grade in v e rs io n  o f  th a t  o f  th e  i n i t i a l  s ta tem e n t, about the  axes 
o f th e  l a t t e r ' s  two o u te r  p i tc h  c la s se s ,, A-C. I t s  t e s s i t u r a  seems 
to  in v e r t  th a t  o f th e  i n i t i a l  s ta te m e n t.
The " su b s id ia ry  theme" s ta tem en t appears in  co n ju n c tio n  w ith  
an i s o la te d  no te  and f ig u r a t io n ,  v io lo n c e llo  and c l a r in e t ,  which 
to g e th e r  form a te tra c h o rd  w ith  p i tc h  co n ten t id e n t ic a l  to  th e  im­
m ed ia te ly  p reced ing  s ta tem en t in  th e  second v a r ia t io n ,  c l a r in e t ,  
m easures 72-3 . The f ig u r a t io n  forms a palindrom e w ith  th e  l a s t
f
two n o tes o f th a t  s ta tem e n t, a t  a lower dynamic le v e l  and in c reased  
tempo. The p i tc h  co n ten t o f  the  te tra c h o rd , an in v e rs io n  of th a t  
o f the  o r ig in a l  s ta tem en t about th e  a x is  A-Bb, i s  ag a in  in v e r s io n a l ly  
r e la te d  to  th a t  o f the  " su b s id ia ry  theme" s ta tem e n t, and th e  a x is  
o f  in v e rs io n , A, th e  l a s t  p i tc h  c la s s  o f each , i s  ag a in  s t r e s s e d , 
t h i s  tim e as an exposed ad jacency .
The complex e n t i t y  d isp la y s  a f r e e r  rhythm ic p a t te r n  and more
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casu a l ba lance  o f p i tc h  contour than  th a t  o f  th e  im m ediately p reced ing  
complex e n t i t y  to  which i t  i s  so s tro n g ly  r e la te d .  Xhese two complex 
e n t i t i e s  form a s t r u c tu r a l  p iv o t between the  s e c tio n s  to  which they  
belong .
The f i r s t  h a l f  o f th e  phrase i s  completed by an o th e r complex 
e n t i t y ,  c o n s is t in g  o f two s ta tem en ts , bo th  belonging  to  th e  second 
te tra c h o rd  ty p e . Cycles 1 and 2 from Figure 9 a re  re p re se n te d , the  
two cy c les  which a re  prom inent in  the  theme. The tempo i s  slowed 
a t  th e  beg inn ing  o f t h i s  complex e n t i ty ,  r e f le c t in g  th e  tempo change 
a t  measure 3 o f th e  theme.
The f i r 3 t  s ta tem en t o f th is  e n t i t y  appears, f i r s t  v io l in ,  
measure 76, c lo s e ly  follow ed by the  second s ta tem e n t, oboe. The 
two s ta tem en ts  a re  in  rhythm ic canon; th e  rhythm ic p a t te r n  i s  
p r e c is e ly  th a t  o f  th e  second to  l a s t  s ta tem en t o f  th e  second v a r ia t io n .  
They a re  in v e r s io n a l ly  r e la te d  about t h e i r  l a s t  p i t c h - c la s s ,  Eb, an 
augmented fo u r th  from the  a x is  o f the  p reced ing  p a i r  o f  s ta te m e n ts .
This a x is  i s  ag a in  vo iced  as an unaccompanied ad jacency . The v o ic in g  
in  oboe and v io l in  may be a v a r ia n t  o f th a t  which accompanies th e  
f i r s t  s ta tem en t of th e  second te tra c h o rd  type in  th e  theme, measure 
3. The p i tc h  co n ten t o f  th e  f i r s t  s ta tem en t o f th e  e n t i t y  i s  a 
re tro g ra d e  in v e rs io n , o r t r a n s p o s i t io n ,  o f the  s ta tem en t in  measure 
3 about th e  in t e r v a l s  Eb-Gb. The p i tc h  co n ten t o f th e  second 
s ta tem en t i s  an In v e rs io n  about the  a x is  of Eb. The complex 
e n t i t y  i s  th en  s tro n g ly  re la te d  to  th e  f i r s t  s ta tem en t o f the  
second te tra c h o rd  in  th e  theme.
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The l a s t  complex e n t i t y  o f the  phrase i s  r e la te d  to  the  f i r s t  
s ta tem en t o f th e  th i r d  te tra c h o rd  in  the  theme, measure 3. The 
complex e n t i ty ,  l ik e  the  f i r s t  o f th e  s e c tio n , c o n s is ts  o f  a 
m o tiv ic  s ta tem en t w ith  a grouping o f  I s o la te d  no te  and f ig u r a t io n .
The v o ic in g  and r e g i s t e r  alm ost e x a c tly  d u p lic a te s  th a t  o f th e  f i r s t  
complex e n t i ty  in  re tro g ra d e , so th a t  th e se  p a tte rn s  appear as an 
en c lo s in g  palindrom e about th e  second a re a , which co n ta in s  on ly  the  
p a lin d ro m e-lik e  second te tra c h o rd  ty p e .
The p i tc h  co n ten t o f th e  s ta tem en t, f l u t e ,  measures 78-81, i s  
an in v e rs io n  of th e  f i r s t  s ta tem en t o f te tra c h o rd  3 about th e  a x is  
C#-D; th a t  o f th e  te tra c h o rd  formed by the  f ig u r a t io n  and is o la te d  
n o te , c la r in e t  and v io la ,  a perm uta tion  of the  p i tc h  co n ten t o f the  
s ta tem en t, w ith  th e  f i r s t  and second p a i r s  o f p i tc h  c la s s e s  re v e rse d .
The overlap  r e s u l t s  in  a quasi-palindrom e w ith  in tr a v e r s io n  whose 
c e n te r  on un ison  F i s  ag a in  an unaccompanied ad jacency . A s ile n c e  
o f two b e a ts  s ep a ra te s  the  f i r s t  and second p h ra ses .
Second phrase (m easures 82-94)
The f i r s t  two te tra c h o rd s  o f the fo u r th  v a r ia t io n  a re  i n t r o ­
duced a t  th e  head o f t h i s  p h ra se . They may be deriv ed  fo llow ing  
th e  method o f the  second cy cle  g iven  in  F igure  8, or they  may be 
considered  to  be in v e rs io n s  o f  te tra c h o rd  4 about the  axes resem bling 
th ose  o f th e  second complex e n t i t y  o f the  f i r s t  p h rase . A dual 
d e r iv a tio n  would not be in c o n s is te n t  w ith  W ebern's com positional h a b i ts .
T etrachord  5 fs in v e rs io n  i s  p resen ted  w ithou t a break in  
te x tu re , follow ed by two superposed v a r ia n ts  o f te tra c h o rd  6. The
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end of the phrase i s  marked by a ferm ata . The second phrase then  
co n ta in s  th re e  a re a s , by te tra c h o rd a l analogy to  the  theme, but 
i t s  breakdown in to  complex e n t i t i e s  i s  not as c le a r  as th a t  of 
the  f i r s t  phrase o f t h i s  v a r ia t io n .  E l is io n s  and double s t r u c tu r a l  
fu n c tio n s  assigned  to  the  same event abound. Like the  a reas  in  the  
f i r s t  p h rase , each su b d iv is io n  o f the  second phrase p re sen ts  
in v e rs io n s  and re tro g rad e  in v e rs io n s  o f a l l  te tra c h o rd s  found in  the 
corresponding  phrase of the  theme.
The f i r s t  area c o n s is ts  o f  th e  f i r s t  th re e  n o tes of a s t a t e ­
ment, f l u t e ,  measures 83-5. The fo u r th  no te  might be considered to  
be is o la te d  bu t appears in  the nex t a re a , a lso  f l u t e ,  measure 87.
These th re e  no tes a re  accompanied by two is o la te d  n o tes  w ith  a sso ­
c ia te d  f ig u r a t io n s ,  v io lo n c e llo , v io la ,  bass c l a r in e t .  The p itc h  
sequence o f the  s tatem ent i s  a re tro g ra d e  in v e rs io n  o f te tra c h o rd  4 
about the  a x is  of i t s  f i r s t  p itc h  c la s s ,  E. I t s  p itc h  contour i s  a 
re tro g ra d e  of th a t  of the  i n i t i a l  s ta tem en t; i t s  rhythm ic p a tte rn  i s  an 
augm entation o f th a t  of the  " su b s id ia ry  theme" s ta tem en t, d is reg a rd in g  
the  in c re a se  in  tempo a t  measure 85, and i t s  p a t te rn  o f dynamic le v e l 
i s  a v a r ia n t  in  which the  f i r s t  sforzando i s  rep laced  by an accented 
p iano , g iv ing  the fo u r th  note o f the s ta tem en t an added emphasis by 
c o n tra s t .
The p i tc h  co n ten t of the  f i r s t  grouping of i s o l ta te d  note and 
f ig u r a t io n  i s  a re tro g rad e  o f te tra c h o rd  4 about the  a x is  E, the second 
p itc h  c la s s  o f th a t  te tra c h o rd . The I n te r s e c t io n  o f  th e  p i tc h -c la s s  
co n ten t of t h i s  grouping w ith  th a t  of th e  s ta tem en t, Eb, th e  a x is  o f 
ln v e rs io n a l r e la t io n s h ip ,  i s  d isg u ise d .
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The p itc h  co n ten t o f the  second such grouping i s  an in v e rs io n  
o f th a t  o f te tra c h o rd  6, transposed  up a major seventh  so th a t  the  
a x is  o f in v e rs io n  i s  not contained in  the  p itc h  c o n ten t. The 
in te r s e c t io n  of t h i s  p i tc h  con ten t w ith  th a t  o f the  s ta tem en t,
D, i s  marked by adjacency  w ith  s im ila r  v o ic in g  o ccu rrin g  on the  
is o la te d  n o te .
The f ig u r a t io n s  a re  so con stru c ted  th a t  th e i r  resem blance i s  
a u ra l ly  c le a r .  Both c o n s is t of th ree  consecu tive f a l l i n g  s ix te e n th  
n o tes im m ediately fo llo w in g  the  is o la te d  note w ith  which each i s  
grouped. T h e ir p i tc h  co n ten ts  a re  re la te d  by re tro g rad e  in v e rs io n , 
ag ain  a t  an a x is  which i s  no t contained in  th e i r  common p itc h  
c o n ten t.
The f i r s t  g rouping , as w e ll as the f i r s t  no te o f the  s t a t e ­
ment, i s  p ian o ; the  rem ainder o f the  area i s  fo r te  and moves a t  
an in c reased  tempo. The l i s t n e r  i s  thus prepared  fo r  an event 
o f s t r u c tu r a l  im portance, which takes p lace  in  the  nex t a re a , 
measures 86-9 — an a u r a l ly  obvious palindrom e follow ed by i n t e r ­
laced  tw o-note m otives re p re se n tin g  a l l  cycles  of F igure 9.
The c e n te r  of the palindrom e i s  the  m issing  note o f the  
s ta tem en t of the  p reced ing  a re a , f l u t e ,  measure 87. The palindrom e 
i t s e l f  i s  formed by the  s ta tem en t and re tro g rad e  o f the  p i tc h  
sequence o f  te tra c h o rd  5, w ith  in c re a s in g  dynamic le v e l .  The 
r e s u l t in g  te tra c h o rd s  in te r s e c t  on th e  double c en te r no te  o f the  
palindrom e, sfo rzando , trum pet, measure 87, a s t r ik in g  complement 
to  the f lu t te r - to n g u e d  note o f the  same p itc h  le v e l in  th e  f l u t e .
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This r e g i s t r a t io n  of F I s  a n tic ip a te d , v io la ,  measure 80. Both 
te tra c h o rd s  a re  re a l iz e d  as I s o la te d  n o te - f ig u ra t lo n  groupings, 
th e  l a s t  re v e rs in g  the  conven tional downward p i tc h  d ir e c t io n  of 
th e  f ig u r a t io n .  The r e g i s t r a t io n  o f th e se  groupings i s  id e n t ic a l ,  
and t h e i r  v o ic in g  n e a r ly  so , seem ingly a l te r e d  on ly  to  m ain ta in  
th e  in c re a se  o f dynamic le v e l  which p re v a i ls  through the second 
p h ra se .
The p i tc h  con ten t o f th e  f i r s t  te tra c h o rd  o f the  fo llow ing  
complex e n t i t y  measures 88-9, f i r s t  and second v io l in ,  i s  a r e t r o ­
grade in v e rs io n  of te tra c h o rd  2 about i t s  f i r s t  p i tc h  c la s s ,  B; 
th a t  o f the  second te tra c h o rd , a re tro g ra d e  in v e rs io n  of te tra c h o rd  
6 about i t s  l a s t  p i tc h  c la s s ,  G. The two sta tem en ts  a re  in v e r­
s io n a l ly  r e la te d  about th e  a x is  o f th e se  two p i tc h  c la s s e s ,  the  
in te r v a l  G-B. I t  may be notew orthy th a t  the  f i r s t  palindrom e o f 
the  work i s  in  the  congruent a rea  o f the  theme, th e  e x ten s io n  o f 
the  second p h rase , and th a t  i t s  c e n te r  i s  one o f th e se  p i tc h  
c la s s e s ,  G.
The te tra c h o rd s  a re  re a l iz e d  as tw o-note m otives whose 
rhythm ic p a tte rn s  d e riv e s  from th a t  of the  f i r s t  m o tiv ic  s ta tem en t 
o f the  v a r ia t io n ,  and from th a t  o f th e  f ig u r a t io n  d ev ice . The 
axes o f in v e rs io n  a re  a u ra l ly  e v id en t as a d jacen t e n t r ie s  a t  the 
same p itc h  le v e l .
The p i tc h  d i r e c t io n  o f the complex e n t i ty  i s  s tro n g ly  down­
ward, and i t s  rhythm ic p a t te rn  i s  e ig h t su ccessiv e  s ix te e n th  n o te s , 
l ik e  th a t  o f the  l a s t  complex e n t i ty  o f the  second v a r ia t io n .  The
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e n t i t y  i s  somewhat balanced by the  fo llo w in g  a p p a re n tly  is o la te d  
n o te , which i s  a c tu a l ly  th e  f i r s t  no te  o f  the f i r s t  s t a t e ­
ment o f the  th i r d  p h rase . This no te  i s  sep a ra ted  from the. r e s t  
of i t s  s ta tem en t by a ferm ata and c o n tra s t  in  dynamic le v e l ,  in  a 
manner resem bling  the  i s o la t io n  of the  no te  which c e n te rs  the  
palindrom e, f l u t e ,  measure 86. The c o n tin u ity  o f  bo th  th e se  no tes  
w ith  t h e i r  s ta tem en ts  i s  m aintained by a ss ig n in g  th e  e n t i r e  s t a t e ­
ments to  the  same p a r t ,  f l u t e .
Third  phrase  (measures 90-99)
T his phrase  uses techn iques in tro d u ced  in  the second p h rase , 
in  th a t  i t  p re se n ts  in v e rs io n s  and re tro g ra d e  in v e rs io n s  o f the  
te tra c h o rd s  in  a f r e e ly  in te r la c e d  manner. A d d itio n a l m a te r ia l 
emphasized c e r ta in  p i tc h  r e la t io n s h ip s ,  and some n o te s  have 
m u ltip le  s t r u c tu r a l  fu n c tio n s .
The phrase can be d iv ided  on the  b a s is  o f  te x tu r e ,  resem blances 
to  congruent a re a s  o f the  theme, and te tr a c h o r d a l  e n t i t i e s ,  a t  
th e  l a s t  b ea t of measure 94. The a rea  b e fo re  th a t  p o in t resem bles 
th e  f i r s t  h a l f  of the th ir d  phrase in  th e  theme, and the  area 
a f t e r  resem bles th e  second h a lf  of th a t  p h rase .
The v o ic in g  o f s ta tem en ts  becomes more in te n s e ,  p rep arin g  
f o r  th e  s tro n g  s ta tem en ts  in  the  fo u r th  p h ra se , m easures 105-6.
The tempo f lu c tu a te s  a t  n e a r ly  equal p e rio d s  o f  tim e. The im­
p o r ta n t te tra c h o rd s  Eb-E-F/A*G and E-Eb-C-C#, re s p e c t iv e ly  the  
l a s t  te tra c h o rd  o f  the th i r d  v a r ia t io n  and th e  f i r s t  o f the fo u r th  
v a r ia t io n ,  a re  in troduced  to g e th e r , measure 82-6.
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The p i tc h - c la s s  c o n ten t o f th e  f i r s t  s ta tem en t o f th e  f i r s t  
h a l f  o f th e  phrase  can be I d e n t i f i e d  w ith  th a t  o f  the  i n i t i a l  
s ta tem e n t, o r th e  in v e rs io n  o f te tra c h o rd  5. The sequence o f 
p i tc h e s ,  however, i s  s h i f te d  so t h a t  the  in n e r and o u te r  p a i r s  o f 
p i tc h  c la s s e s  a re  re v e rse d . The l a s t  two p i tc h  c la s s e s ,  C-C#, 
serve  to  r e in fo rc e  th e  appearance o f th e  re tro g ra d e  in v e rs io n  o f 
te tra c h o rd  3 about the  a x is  o f  i t s  l a s t  p i tc h  c la s s ,  C, in  
m easures 90-1. This l a s t  te tra c h o rd  i s  th e  one th a t  m ight be ex­
pected  a t  the  head o f th e  ph rase  from exam ination  o f th e  congruent 
a re a  o f  th e  theme and th e  p reced ing  even ts  o f the  v a r ia t io n .
The p i t c h - c la s s  co n ten t o f th e  te tra c h o rd  serves to  re in fo rc e  
th a t  o f  the  nex t one, th e  in v e rs io n  o f te tra c h o rd  5 about th e  a x is  
o f i t s  l a s t  p i tc h  c la s s ,  C#, which com prises a s ta tem e n t; and the  
one a f t e r  th a t ,  a re tro g ra d e  o f  te tra c h o rd  4. T etracho rds 3 and 
4 appear in  sequence in  th e  congruent a re a  o f th e  theme, and a re  
follow ed th e re  by te tra c h o rd  5.
The s ta tem e n t, tru m p et, m easures 91-5 , has th e  p itc h  con tour 
of the  o r ig in a l  s ta te m e n t. I t s  assignm ent to  th e  trum pet may be 
a v o ic in g  v a r ia n t  o f  i t s  assignm ent to  horn  in  the  congruent a re a  
o f th e  f i r s t  v a r ia t io n .  As an e n t i t y  in  i t s e l f ,  i t s  dynamic 
le v e l  p a t te rn  i s  a v a r ia n t  o f th a t  o f the  f i r s t  s ta tem en t o f th e  
v a r ia t io n  — loud o u te r  n o te s , s u b ito  piano fo r  i t s  th i r d  n o te .
I t s  rhy thm ic p a t te r n  i s  a new perm uta tion  o f th a t  o f the  f i r s t  
s ta tem en t of the v a r i a t io n .  I t  i s  so imbedded in  i t s  complex 
e n t i t y  th a t  i t s  i d e n t i t y  as a s ta tem en t may be masked in  perform ance.
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The c o n f ig u ra tio n  o f the  complex e n t i t y  i s  such th a t  the p i tc h  
co n to u r, p i tc h  c o n ten t, and dynamic le v e l  o f the  s ta tem en t i s  
em b ellish ed . The two f ig u ra t io n s  a re  re tro g ra d e  in v e rs io n s  of 
each o th e r  about th e  a x is  o f th e i r  re sp e c tiv e  l a s t  and f i r s t  
p i tc h  c la s s ,  E. The r e g i s t e r  d u p lic a tio n  o f th e  v o ic in g  o f th a t  
n o te , o ccu rrin g  a lso  in  the  m otiv ic  s ta tem en t in  th e  tim e in te r v a l  
between th e  p a i r  o f  f ig u r a t io n s ,  im p lies  th a t  a palindrom e v a r ia n t  
i s  p robab ly  in ten d ed . The im ita t io n  o f th e  p i tc h  c la s s e s  G-F# 
in  the oboe w ith  d u p lic a te  r e g i s t r a t io n  in  th e 'tru m p e t .p a rt i s  the 
f i r s t  appearance o f  an im ita t iv e  procedure which i s  im portan t in  
th e  f i f t h  v a r ia t io n .  I t s  occurrence here  i s  emphasized by th e  
tim bre s im i la r i ty  o f the  trum pet and oboe.
The second h a l f  o f the  th i r d  phrase i s  a non -rig o ro u s p a l in ­
drome o f s t r u c tu r a l  e v en ts , the  second h a l f  In v e r te d , about the  
re g io n  o f th e  ferm ata  in  measure 97. The te tra c h o rd s  a re  ag ain  
in te r lo c k e d  in  such a way th a t  they  re in fo rc e  each  o th e r .
The f i r s t  te t r a c h o r d 's  p i tc h  co n ten t sequence corresponds to  
th a t  o f th e  in v e rs io n  of te tra c h o rd  5 about the  a x is  o f i t s  f i r s t  
p i tc h  c la s s ,  A; th e  sec o n d 's , to  the  re tro g ra d e  in v e rs io n  of 
te tra c h o rd  1 about th e  a x is  o f i t s  l a s t  p i tc h  c la s s ,  C. The 
re tro g ra d e  in v e rs io n  o f te tra c h o rd  6 about i t s  f i r s t  p i tc h  c la s s ,  
and th a t  o f  te tra c h o rd  2 about i t s  l a s t  p i tc h  c la s s ,  fo llo w . The 
a re a  concludes w ith  perm uta tion  of te tra c h o rd  4 and th e  In v e rs io n  
o f  te tra c h o rd  5 about i t s  l a s t  p i tc h  c la s s .  Again, a l l  te tra c h o rd s  
appearing  in  th e  congruent area  of the theme a re  p re sen ted .
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The p r in c ip a l  s ta tem en t, • trumpftt ag a in , measures 96-9, i t s  
dynamic le v e l  p a t te rn  an in v e rs io n  o f th e  im n ed la te ly  p reced ing  
sta tem en t in  m easures 91-94. I t s  p i tc h  contour i s  a re tro g ra d e  
of th a t  s ta tem en t, i t s  a r t i c u la t io n  and rhythm ic p a tte rn s  a r e tu rn  
to  those  o f the  " su b s id ia ry  theme" sta tem en t. I t  i s  ag a in  d isg u ised  
in  th e  co n tex t o f th e  surrounding  complex e n t i ty ,  which th i s  tim e 
seems to  balance r a th e r  th an  emphasize i t s  c h a r a c te r i s t i c s .  The 
v o ic in g  sequence o f th e  congruent area  o f the  theme seems to  be 
spread ou t over th e  p o r tio n  o f the  th i r d  phrase a f t e r  th e  ferm ata 
and the  f i r s t  h a l f  o f  the  fo u r th  p h rase . A r e d e f in i t io n  o f phrase 
boundaries to  in c lu d e  t h i s  v o ic in g  p a tte rn  in  the  th i r d  phrase 
d r a s t i c a l l y  sh o rten s  the  fo u r th  p h rase , and does no t seem to  be 
c o n s is te n t w ith  th e  procedures o f p i tc h  r e la t io n s h ip s .
A ll palindrom e r e la t io n s h ip s  in  th i s  a rea  a re  v a r ia n ts .
Axis o f  in v e rs io n s  between th e  memebers o f the p a ir s  o f  f ig u ra t io n s  
in  m easures 95 and 99 a re  given the  same r e g i s t e r .  The p i tc h  c la s s  
palindrom e co n ta in in g  th e  f ig u r a t io n  in  measures 94-5, v io l in ,  and 
97, v io lo n c e l lo -v io la ,  i s  d isg u ised  by vary ing  o th e r p a t te r n s .
The s ta tem en ts  o f th e  second te tra c h o rd  ty p e , m eaaires 96-8, 
y ie ld  memebers o f cy c les  3 and 4 (the  in v e rs io n s  o f cycles  1 and 2 ), 
w ith  r e p re s e n ta t iv e  dyads from a l l  c y c le s . Fragments o f  the o th e r  
two cy c les  can be found in  th e  neighborhood, bu t t h e i r  appearance 
may no t be o f c ru c ia l  im portance.
T etrachord 6 i s  v o iced , harp and trum pet, measure 99, in  
such a co n tex t as to  suggest a c le a r  C major chord, p ro v id in g  a
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c a d e n tia l  sound to  th e  a rea  concluding  th e  th i r d  p h rase . Such use 
o f p rev ious h a lf -c lo s e  m a te r ia l  seems to im ply th a t  the  cy c les  o f 
F ig u re  9 have superseded i t  i n  im portance as  ton ic-opposed  m a te r ia l .
F ou rth  phrase (m easures 100-109)
The f i r s t  h a l f  o f the  fo u r th  phrase  p re se n ts  a complex e n t i ty  
o f in te r la c e d  te tra c h o rd s , s im ila r  to  those  o f the second and 
th i r d  p h ra ses , a t  a lew dynamic le v e l ,  w ith  f ig u ra t io n s  predom inating. 
The second h a l f ,  in  c o n tra s t ,  p r in c ip a l ly  c o n s is ts  o f d i s t i n c t  
superposed s ta tem en ts , some a t  a h igh  dynamic le v e l ,  and seems to  
r e f l e c t  in  i^ s  s t ru c tu r in g  th e  p ro cesses  used in  th e  theme. The 
tempo con tinues i t s  alm ost re g u la r  f lu c tu a t io n s ,  The p o in t o f 
d iv is io n  between the  ha lves o f p h rases  i s  made a t  th e  beginning  
o f measure 105, which co in c id es  w ith  a tempo change and two s tro n g ly  
vo iced  im ita t iv e  s ta tm en ts , trombone and v io la .
The p i tc h  co n ten t o f the complex e n t i t y  which com prises the  
f i r s t  h a l f  o f the  phrase  beg ins w ith  te tra c h o rd  3, w ith  i t s  in n e r 
and o u te r  p a ir s  o f p i tc h  c la s s e s  re v e rse d . The e n t i ty  con tinues 
w ith  te tra c h o rd  5, re tro g rad ed  (which eq u als  the  in v e rs io n  of 
te tra c h o rd  1 about i t s  f i r s t  p i tc h  c l a s s ) ,  and concludes w ith  a 
fu r th e r  perm utation  of te tra c h o rd  4 about i t s  f i r s t  p i tc h  c la s s  F. 
T e trachords 1 and 3 appear in  th e  congruent a re a  o f  the  theme.
The added te tra c h o rd s  ag ain  appear o t  support the  c h a r a c te r i s t ic s  
o f  th ese  o r ig in a l  ones.
The p r in c ip a l  s ta tem en t, so lo  v io lo n c e l lo ,  measures 100-2,
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i s  ag ain  somewhat d isg u ise d  by i t s  co n tex t. I t s  p i tc h  con tou r, 
rhythm ic, and a r t i c u l a t i o n  p a tte rn s  r e tu rn  to  those  of th e  f i r s t  
s ta tem en t o f th e  v a r ia t io n ,  and i t s  dynamic le v e l  drops the  
e s ta b lis h e d  p a t te rn  o f the v a r ia t io n .
The accompanying f ig u ra t io n s  a re  r e la te d  by su ccessiv e  in v e r­
s io n . The axes o f in v e rs io n  a re ,  in  o rd e r, A, Bb-Db, and Eb-E.
Only the  second o f th e se  axes appears in  the  p itc h  co n ten t o f  the  
f ig u r a t io n s ,  and i t  i s  marked by lnm ediate r e p e t i t io n  in  th e  same 
r e g i s t e r .  The p i tc h  contour i s  preserved  under in v e rs io n  excep t 
fo r  the l a s t  m otive, which does no t p re sen t a c le a r ly  r e la te d  
p t ic h  con tour. The n o te s  l e f t  over from the  f ig u ra t io n s  a re  
absorbed in  c o n tex t, except fo r  th e  one which begins th e  c y c le , F#, 
horn , measure 100. The sm all cycle o f  p ro g ress iv e  change may be 
sa id  to  a n t ic ip a te  canonic technique found in  th e  fo u r th  v a r ia t io n .
The second h a l f  o f th e  phrase co n ta in s  two complex e n t i t i e s ,  
one c o n s is tin g  o f two superposed s ta tem en ts , the  second o f  a 
sta tem en t and a grouping o f an is o la te d  note and a f ig u r a t io n .
The l a s t  no te  of the s e c tio n  i s  doubled and t ie d  over in to  th e  
fo u r th  v a r ia t io n .
The two s ta tem en ts  in  the f i r s t  complex e n t i ty  have p i tc h  
con ten t o f the second te tra c h o rd  ty p e , re p re se n tin g  Cycle 1 and 
Cycle 2 o f  F igure  9, as do the  te tra c h o rd s  o f  the  congruent a rea  
o f  the theme. The f i r s t  i s  the  te tra c h o rd  o f  Cycle 1 no t re p re ­
sen ted  by the  s ix  te tra c h o rd s  o f the  f i r s t  h a l f  of the theme; th e  
o th e r i s  re tro g ra d e  in v e rs io n  o f te tra ch o rd  6, about the  a x is  o f
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
289
i t s  l a s t  p i tc h  c la s s ,  6 . The two s ta tem en ts  have id e n t ic a l  rhythm ic 
p a t te r n s ,  bo th  are  fo r t is s im o , and th e i r  p i tc h  con tour, a r e tu rn  
to  th a t  o f  th e  f i r s t  s ta tem en t of the  v a r ia t io n ,  i s  in v e rs lo n a l ly  
r e la te d .  They appear in  canon a t  the  in te r v a l  o f a q u a r te r  n o te .
The a x is  o f in v e rs io n a l r e la t io n ,  G-B, i s  no t s tre s s e d , so th a t  
th e  l in e a r  r a th e r  th an  v e r t i c a l  correspondence between th e  s t a t e ­
ments predom inates a u r a l ly .  The l a s t  no te  o f  the e n t i ty  i s  
somewhat i s o la te d ,  and may imply a lin k ed  te tra c h o rd  w ith  p i tc h  
con ten t o f te tra c h o rd  5, w ith  a p o r tio n  o f the  nex t s ta tem en t 
in  th e  h a rp .
The f i n a l  complex e n t i t y  o f the  s e c t io n  serves as an in v e r-  
s io n a l ly  r e la te d  l in k  w ith  th e  f i r s t  s ta te m tn t o f th e  fo u r th  
v a r ia t io n .  This e n t i ty  c o n s is ts  o f  a m o tiv ic  s ta tem en t in  the 
harp a t  a much lower dynamic le v e l  th an  th e  p reced ing  s ta tem en ts .
The p i tc h  con ten t o f t h i s  s ta tem en t i s  th a t  of th e  re tro g ra d e  
in v e rs io n  o f te tra c h o rd  5 about the  a x is  F#, i t s  f in a l  p i tc h  
c la s s .  The te tra c h o rd  appearing  a t  th e  congruent a rea  o f  the  
theme i s  th e  re tro g ra d e  of te tra c h o rd  5. I t  may be s ig n if ic a n t  
th a t  th e  f i n a l  p i tc h  c la s s  of the  v a r ia t io n ,  the  l a s t  o f t h i s  
te tra c h o rd , i s  Eb, an augmented fo u r th  away from th e  f i r s t  and 
f in a l  p i tc h  c la s s  o f the  theme, A. In  any case , th e  doubling 
o f harp and muted co n trab ass  p rov ides a d i s t in c t iv e  envelope fo r  
th i s  no te  — a d e c is iv e  a t ta c k  and p e rv asiv e  su sta in ed  power 
even a t  the  p ian issim o  le v e l .
The p i tc h  con ten t o f the accompanying grouping i s  th a t  of
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te tra c h o rd  1, s h if te d  so th a t  the  in n e r and o u te r  p a ir s  o f p i tc h  
c la s s e s  a re  re v e rse d . The two te tra c h o rd s  a re  then  in v e rs io n a l ly  
r e l a t e d ,  bu t the  r e la t io n s h ip  i s  not made a u ra l ly  obv ious. The 
v a r ia t io n  th u s  concludes w ith  an a l te r e d  r e p e t i t io n  o f to n ic -  
a s so c ia te d  m a te r ia l , combined w ith  the  in v e rs io n a l ba lance  c h a ra c te r ­
i s t i c  of the  s e c tio n . The appearance o f c la r in e t  in  t h i s  a rea  i s  
a g a in  an a s s o c ia t io n  o f  i t s  tim bre w ith  c a d e n tia l  fu n c tio n .
The p itc h  co n ten t o f the f in a l  s ta tem en t o f th e  v a r ia t io n  
p rov ides a l in k  to  th e  f i r s t  s tatem ent o f the  fo u r th  v a r ia t io n .  The 
s ta tem en ts  a re  r e la te d  by re tro g ra d e  in v e rs io n  about t h e i r  in n e r 
p a i r  o f  p i tc h  c la s s e s ,  E-Eb, p rov id ing  a palindrom e v a r ia n t  which 
spans th e  s e c t io n a l  d iv is io n .
V a ria tio n  4 (measures 109-134)
W ebern'8 l e t t e r  I d e n t i f i e s  th i s  v a r ia t io n  as a developm ental 
r e c a p i tu la t io n .  Much o f th e  s t r u c tu r a l ly  prom inent m a te r ia l  
in troduced  up to  t h i s  p o in t appears in  i t ,  v a ried  w ith  ap paren t 
freedom . I f  d iv is io n  i s  made a t  measure 125, the  f i r s t  period  
i s  a t  a slow er tempo th an  the  second, and co n ta in s  one le s s  measure 
in  com pensation. Since sm alle r d iv is io n s  o f th e  s t r u c tu r e  a re  n o t 
c le a r ,  th ey  a re  not made in  t h i s  a n a ly s is .
A fte r  th e  dux, each canonic v o ic e 's  p itc h  c la s s  co n ten t i s  a 
t r a n s p o s i t io n  up a sem itone from th a t  o f th e  im m deiately p reced ing  
v o ic e . Then the  fo u r canonic vo ices p re sen t four sim ultaneous
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u n fo ld in g  row forms so r e la te d  t h a t ,  by l in e a r  s h i f t in g ,  any of 
th e  fo u r p i tc h  c la s s e s  w ith in  the aompass o f some m ajor th i r d  a re  
a v a i la b le  a t  any given moment. The on ly  ex cep tio n s  to  t h i s  
r e la t io n s h ip  occur in  the  re g io n  fo llo w in g  measure 127, and r e s u l t  
from v a ry in g  o v erlaps o f  row forms w ith in  v o ic e s .
Each canonic v o ice  c o n s is ts  o f  th re e  overlapped row form s, 
a l l  in v e rs io n s , w ith  the  r e la t io n s h ip  p a t te r n  I n — I  n + 2 —
I  n + 4 , which allow s th e  l a s t  two p i tc h  c la s s e s  o f the In  ending 
row form to  serve a lso  as th e  f i r s t  two p i tc h  c la s s e s  o f a 
beg inn ing  row form. The canonic v o ice  i s  s a id ,  f o r  the  purposes 
o f t h i s  s tu d y , to  be defin ed  by t h i s  row form r e la t io n s h ip .  Each 
canonic vo ice  leap s  f r e e ly  among in s tru m e n ta l p a r t s ,  as F igure  
13 shows.
The numbering o f the canonic v o ic es  must be somewhat a r b i t r a r y ,  
s in ce  th e  o rd er o f t h e i r  e n try  in  im ita t io n  does n o t always conform 
to  th e  e n try  p a t te rn  e s ta b lis h e d  in  th e  f i r s t  few m easures. The 
o rd e r used in  t h i s  a n a ly s is  i s  based on th e i r  p i tc h  r e la t io n s h ip .  
The f i r s t  to  e n te r ,  and the  low est in  p i tc h ,  i s  c a lle d  th e  dux. 
o r  1 ; the  second, and second lo w est, i s  2 ; th e  th i r d  lo w est, 3; 
th e  l a s t ,  and h ig h e s t , 4.
The ju x ta p o s it io n  o f forms t r a n s p o s i t io n a l ly  r e la te d  a t  th e  
sem itone fo rce s  some d u p lic a tio n  o f sem itone ad jacency  and dyads 
w ith  p iv o tin g  c h a r a c te r i s t i c s ,  as w e ll as n ear ad jacency  o f r e ­
la te d  te tra c h o rd s .
P 0: A Bb C# C B D E Gb F E G Ab
P I :  Bb B D C #  C Eb E G Gb F Ab A
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The use of fo u r such rows sim u ltaneously  a llow s s h i f t in g  p i tc h  
le v e l  through broad I n te r v a ls ,  as In  measures 122-4.
The row form re la t io n s h ip  a lso  guaran tees th a t  th re e  p a ir s  
o f  forms r e la te d  as P 0 : P 1, the re tro g ra d e  in v e rs io n  r e l a t i o n ­
sh ip , a re  always p re s e n t;  th a t  two p a ir s  r e la te d  as P 0 : P 2,
th e  in tr a v e r is o n  r e la t io n s h ip ,  a re  a lso  always p re s e n t;  and th a t
one p a ir  r e la te d  as P 0 : P 3, the  in v e rs io n  r e la t io n s h ip ,  i s
a lso  always p re s e n t .  F u r th e r , the f i r s t  row form o f the  s e c tio n  
i s ,  accord ing  to  th e  tran sfo rm a l r e la t io n s h ip s  o f th e  s t ru c tu re  
o f th e  work, th e  most remote from P 0 which can be o b ta in e d ; 
namely, i t s  re tro g ra d e  in v e rs io n  a t  th e  augmented fo u r th .
The f ix e d  te tra c h o rd  r e la t io n s h ip  in  t h i s  s e c t io n , as in  the  
s ix th  v a r ia t io n ,  seems to  be secondary to  the  r e l a t iv e  te tra c h o rd  
r e la t io n s h ip s  fo rc e s  by th e  canonic scheme. N ev erth e le ss , a 
p a t te rn  o f  r e la t io n s h ip  which i s  an in v e rs io n  o f th e  cy c le s  o f 
F igure  8 connects th e  prom inently  voiced te tra c h o rd s . This r e ­
la t io n s h ip  i s  shown in  F igure  12.
The v o ices  o f  the  canon seem to  be su b je c t to  f r e e  l in e a r  
s h i f t in g  to  f a c i l i t a t e  c o n s tru c tio n  o f complex e n t i t i e s  and 
p h ra ses . T e trach o rd a l id e n t i ty  i s  u su a lly  m ain ta ined , th e  ex cep tions 
g e n e ra lly  o c cu rrin g  in  th e  reg io n  of row form o v e rla p s . Almost 
a l l  p rev ious p a t te r n s  o f rhythm and a r t i c u la t io n  ap p ear. C lear 
p re se n ta tio n s  o f  p rev io u s id e a s , however, a re  seldom found, and 
tran sfo rm a l means of v a r ia t io n  o f the dux a re  g e n e ra lly  avoided 
in  favo r o f metamorphic means.
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The g en era l means o f b u ild in g  ph rases  and p re se n tin g  v o ices  
in  sim ultaneous v a r ia t io n  used here  seem to  r e f l e c t  th e  means
used in  H einrich  I s a a c 's  sequence from th e  C horalis  C o n stan tin u s .
9
tra n sc r ib e d  by Webern, "De ra d ic e  J e s s e ."  A complete d is c u s s io n  
o f  th e  ways in  which W ebern's acquain tance  w ith  th e  music o f 
Isa a c  i s  beyond the  scope o f t h i s  d is c u s s io n . A few o f the  more 
obvious s im i la r i t i e s  o f t h i s  p a r t i c u la r  sequence w ith  the  fo u r th  
v a r ia t io n  can be mentioned b r i e f ly .
The sequence, l ik e  th e  fo u r th  v a r ia t io n ,  i s  n o t au d ib ly  a 
s t r i c t  canon. I t  co n ta in s  sev e ra l c lo se -ran g e  im ita t iv e  p assag es , 
u s u a lly  p re sen tin g  rhythm ic and p i tc h  v a r ia n ts  o f  i t s  i n i t i a l  
m otive, a r i s in g  sca lew ise  passage w ith  which the te n o r b eg in s .
The means o f vary ing  t h i s  passage a re  s im ila r  to  th o se  used in  
th e  fo u r th  v a r ia t io n .  Transform al means o f v a r ia t io n  a re  sp a r in g ly  
used , a lthough  in v e rs io n a l and re tro g ra d e  r e la t io n s h ip s  can be 
found. The w ealth  o f p ro p o rtio n s  used in  th e  sequence and th e i r  
apparen t s e r i a l i z a t i o n  do n o t se rv e , in  them selves, as the  con­
t r o l l i n g  f a c to r  in  th e  v a r ia t io n  o f the passage — i t  appears , 
r a th e r ,  th a t  th e se  p ro p o rtio n s  a re  used in  o rd er to  produce 
p re-conceived  v a r ia t io n  p a tte rn s  which f i t  in to  a la rg e  form al 
d e sig n . The v a r ia n ts  o f the  passage a re  superposed to  form a 
s in g le , long phrase o f g ra d u a lly  in c re a s in g  i n t e r v a l l l c  and 
rhythm ic d e n s ity . This p h ra se , viewed as an e n t i ty  in  i t s e l f ,  
can be seen  as a summation o f the  e f f e c t s  produced by the  fo u r 
v o ic e s , making m usical sense w ithou t e x p l i c i t  re fe re n ce  to  th e  
im ita t iv e  techn iques which pervade th e  whole.
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S im ila r ly , the  fo u r th  v a r ia t io n  p re se n ts  v a r ia n ts  o f  s t a t e ­
m ents, f r e e ly  im ita te d  a t  c lo se  range. The s ta tem en ts  a re  linked  
to  form two long p h ra ses , here id e n t i f ie d  as th e  two p e rio d s  o f 
a double p eriod  form. The la rg e  p lan  o f th e se  p h rases  can be 
considered  independen tly  o f ; t h e i r  canonic s t r u c tu r e .
The au th o r i s  o f the op in ion  th a t  th e  s e r i a l  tech n iques used 
in  t h i s  v a r ia t io n  a re  n o t to  be taken  as the  sum o f the  v a r i a t i o n 's  
s t r u c tu r e  d e sp ite  th e  care w ith  which they  a re  worked o u t. As in  
"De ra d ic e  J e s s e ,"  th e  s tru c tu re  of the  whole tran scen d s  th e  
i n t r i c a t e  d e t a i l  o f  the  e n t i t l e s  which make i t  up, so th a t  such 
d e t a i l  can be obscured by la rg e r  m usical pu rposes.
The rhythm ic m a n ife s ta tio n  of the  canonic v o ices  i s  so f r e e  
th a t  no extended s t r i c t  rhythm ic im ita t io n  o ccu rs , a lthough  
congruent te tra c h o rd s  by row form o f te n  a re  a s so c ia te d  w ith  
s im ila r  rhythm ic p a t te rn s .
F i r s t  p e rio d  (m easures 110-124.)
I f  the  dux o f the  canon i s  sa id  to  beg in  a t  th e  double b a r , 
measure 110, th e  f i r s t  e n t r ie s  o f each vo ice occur a t  the  d u ra tio n a l 
d is ta n c e  of a h a l f  n o te . The assignm ent o f co n trab ass  -  v io la  - 
oboe to  the f i r s t  th re e  o f th ese  e n tr ie s  p robab ly  r e f l e c t s  the  
v o ic in g  o f the f i r s t  th re e  te tra c h o rd s  in  th e  theme; th a t  of 
th e  c l a r in e t  to  th e  fo u r th  e n try , th e  h a b itu a l a s s o c ia t io n  o f 
c l a r in e t  o r  bass c la r in e t  w ith  c a d e n tia l s i tu a t io n s  in  th e  p re ­
ceding s e c tio n s .
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The dynamic le v e l  b u ild s  from p ian issim o  in  a l l  e n t r ie s  to  
f o r te  in  measure 115f The F# measure 115, c l a r in e t ,  marks the  
f i r s t  appearance o f the  second row form in  a s in g le  v o ic e . In -  
t e r v a l l i c  and rhythm ic d e n s i ty  a lso  in c re a se  throughout th e  p re ­
s e n ta t io n  o f the  f i r s t  row form in  a l l  canonic v o ic e s . The only 
prom inently  voiced un isons appear in  m easures 112-3, Cft, bo th  
v io la  and trombone, follow ed by D, trombone and second v io l in ,  
em phasizing the  chrom atic upward tren d  in  th a t  a rea  (B-C-C/A-D-Eb) , 
which, by the  sim ultaneous unfo ld ing  o f t r a n s p o s l t io n a l ly  re la te d  
row forms fo rce s  the  v o ic in g  o f th re e  a d jacen t p i tc h  c la s s e s , a 
sem itone a p a r t ) .
The f i r s t  te tra ch o rd s i of the  f i r s t  th re e  e n t r ie s  have p i tc h  
contour in v e rs io n a l to  th a t  o f the  i n i t i a l  s ta tem en t; o f th e  l a s t  
e n try , p i tc h  contour in v e rs io n a l to  th a t  o f  the  f i r s t  s ta tem en t 
o f th e  th ir d  v a r ia t io n .  The exac t t r a n s p o s i t io n a l  r e la t io n s h ip  
o f  th ese  te tra c h o rd s  i s  masked by rhythm ic and nuance v a r ia n ts .  
The rhythm ic and a r t i c u l a t i o n  p a tte rn s  a re  perm utations o f those 
o f  the  i n i t i a l  s ta tem en t. The te tra c h o rd a l  p i tc h  sequence 
r e l a t io n  o f th e se  te tra c h o rd s  to  th a t  o f the  r e s t  of the work i s  
in v e rs io n a l ,  and shown in  F igure  12.
The second te tra c h o rd  o f the  row form i s  p resen ted  as an 
e n t i t y  in  a l l  v o ic e s . I t  i s  o f  the  second te tra c h o rd  type , thus 
resem bling  te tra c h o rd  2. The o rder o f  e n try  o f the v o ices  i s  
2 -1 -4 -3 , w ith  the  f i r s t  and l a s t  p a ir  e n te r in g  a t  the d u ra tio n a l 
d is ta n c e  of a q u a r te r  n o te . The; rhythm ic p a tte rn s  a re  f r e e ly
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deriv ed  from "b ,"  the  p a t te rn  a sso c ia te d  w ith  te tra c h o rd  2 in  the  
theme. The f i r s t  two e n t r ie s  a re  au d ib ly  c le a r ;  the  l a s t  two a re  
soemwhat covered. The f i r s t  th re e  e n t r ie s  have s im ila r  p itc h  
co n to u r, in v e rs io n  o r re tro g ra d e  in v e rs io n  o f  th a t  o f the  i n i t i a l  
s ta te m e n t; the  fo u r th  has th a t  o f the f i r s t  s ta tem en t o f  the  
th i r d  v a r ia t io n .  The in c re a s in g  d e n s ity  aid dynamic le v e l  c u l­
m inates in  the  u n p reced en ted  appearance of th re e  m o tiv ic  s t a t e ­
m ents, s im u ltaneously , f o r t e ,  re in fo re e d  by p iz z ic a to  harp in  
measure 115. B rie f unison A 's  and C 's  in  th a t  measure may r e f l e c t  
th e  o u te r  p a i r  of p i tc h  c la s s e s  o f th e  i n i t i a l  s ta tem e n t. The 
c o n tra s t  in  sparse  v o ic in g  in  measures 110-3 w ith  th e  complex 
v o ic in g  in  m easures 114-5 may r e f l e c t  a s im ila r  c o n tra s t  between 
m easures 1-2 and 3 o f the theme.
The p a t te rn  of e n t r ie s  fo r  the  th i r d  te tra c h o rd  y ie ld s  
sim ultaneous p a i r s : 1-2 , 3 -4 . This te tra c h o rd  in v o lv es  a two-
no te  overlap  of row forms in  a l l  v o ic e s , and i t  i s  acco rd in g ly  
somewhat fragm ented in  i t s  m a n ife s ta tio n s . The rhythm ic p a t te rn  
o f v o ices  2 and 4 seem to  co in c id e , i f  r e s t s  a re  d is re g a rd e d ; i t  
i s  th e  re tro g ra d e  of th a t  of th e  p rev ious te tra c h o rd  in  the 
v o ice  3, f l u t e ,  measures 114-5, p robably  the most prom inently  
vo iced  te tra c h o rd  o f those  m easures.
The tw o-note overlap  r e s u l t s  in  an e x ten s io n  o f  th i s  te tra c h o rd  
in  a l l  v o ic e s , and the  lo s s  o f  the f i r s t  te tra c h o rd  o f  the  new 
row form. The e x tra  n o tes  a re  handled in  v a rio u s  ways, bu t in  
no vo ice  does the  e n try  o f the  new row form co in c id e  w ith  a new 
s ta tem en t. A slacken ing  of te x tu re  r e s u l t s ,  m easures 116-7,
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p re p a rin g  fo r  the q u ie t  in tro d u c tio n  o f th e  second te tra c h o rd  of 
th e  new row form, m easures 117-121.
The p a t te r n  o f e n t r ie s  in  th e se  measures i s  2 -3 -4 -1 ; a f t e r  
th e  e n try  i s  covered somewhat, f i r s t ,  trum pet, measure 118, each 
and th e  low dynamic le v e l  i s  m ain ta ined . The f i r s t  th re e  e n t r ie s  
occur a h a lf -n o te  a p a r t .  The v o ic in g  in  b ra ss  and woodwinds may 
be an e la b o ra t io n  o f th e  v o ic in g  o f te tra c h o rd  3 in  the  theme, 
o r o f  th e  m o tiv ic  s ta tem en t in  the  trum pet in  the  second ph rase  
o f  th e  f i r s t  v a r ia t io n ,  bu t the  t o t a l  e f f e c t  here  i s  much q u ie te r  
th a n  i t  i s  in  th o se  a re a s .  There i s  a g en era l r e tu rn  to  decreased  
in te n s i ty  d e s p ite  th e  appearance in  measures 119-120 of fo u r 
sim ultaneous m o tiv ic  s ta tem e n ts .
The p i tc h  con tour o f th e  f i r s t  and th i r d  e n t r ie s  r e f l e c t s  
th a t  o f  th e  i n i t i a l  s ta te m e n t; th a t  o f the  second and fo u r th , 
o f  th e  f i r s t  s ta tem en t o f  the  th i r d  v a r ia t io n .  The. rhythm ic 
p a t te rn s  seem lin k ed  to  th e  i n i t i a l  s ta tem en t, a lthough  th a t  of 
th e  f i r s t  e n try  may be lin k ed  to  bo th .
Unisons o f  E, measure 118, E, measure 119 in  the  same r e g i s t e r ,  
D in  measure 120, and r e p e t i t io n  o f Bb, measure 121, combined 
w ith  the  re la x ed  te x tu r e ,  seem to  in d ic a te  a r e tu rn  to  the co n tex t 
of th e  head o f th e  v a r ia t io n ,  measures 110-113. The prominence o f 
v o ic in g  g iven  to  A 's  whenever th ey  appear may in d ic a te  a r e tu rn  
to  a l te r e d  to n ic  fu n c tio n . The F#, c la r in e t ,  and F, h a rp , in  
measure 124, p rep are  th e  e n t r ie s  o f unison woodwinds and v io lo n ­
c e l lo ,  r e s p e c t iv e ly ,  in  th e  nex t m easure.
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Measures 122-4 c o n tra s t  w ith  th e  p reced ing  p o r tio n  o f the 
v a r ia t io n  by a sudden tempo change and a sharp In c rease  In  dynamic 
le v e l  and i n t e r v a l l l c  I n te n s i ty .  These m easures c o n ta in  the  
sim ultaneous p re s e n ta tio n  o f  the  fo rc e s  p o r tio n  o f the  row form 
which th re e  ad jacen t sem itone in te r v a l s ,  and th a t  p ro p e rty  i s  
e x p lo ite d . Another tw o-note ov erlap  fo llow s the occurrence o f 
th e se  th re e  n o te s , r e s u l t in g  in  an o th e r breakdown o f te tra c h o rd a l  
id e n t i ty .  These m easures, th en , l ik e  116-7, a re  t r a n s i t io n a l  
and do n o t co n ta in  c le a r  m o tiv ic  s ta te m e n ts , w ith  th e  ex cep tio n  o f 
th a t  in  m easures 123-4, c l a r in e t ,  an in v e rs io n  o f te tra c h o rd  3 
about the  a x is  of i t s  f i r s t  n o te , Bb, in  p i tc h  contour and can 
be seen as a r e g i s t e r  in v e rs io n  o f th e  i n i t i a l  s ta tem en t. The 
a s s o c ia t io n  o f c la r in e t  w ith  t h i s  a l te r e d  r e tu rn  to  o r ig in a l  
m a te r ia l  i s  taken  to  re p re se n t a h a l f - c lo s e .
The s h i f t in g  ad jacen c ie s  in  th e  s t r in g s ,  m easures 121-3, 
p re se n t a su ccessio n  o f major seven ths a t  su c c e ss iv e ly  lower 
p i tc h  le v e ls ,  re in fo rc e d  by un iso n s. The e f f e c t  i s  s t r ik in g ,  
and may be a tim bre an d /o r r e g i s t e r  in v e rs io n  o f  th e  prom inent 
h ig h  woodwind v o ic in g  a t  the  head o f the  second p e rio d .
Second p erio d  (measures 125-134)
The f i r s t  te tra c h o rd  o f the new row form having been absorbed 
in  the  p rev ious passage, the  e n t r ie s  a t  the  head of the  second 
p e rio d  p re se n t th e  second te tra c h o rd  in  th e  e n try  p a t te rn  1 -2 -3 -4 . 
The d u ra t io n a l  d is ta n c e  between the  f i r s t  and second e n try  i s  a
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q u a r te r  n o te ;  th a t  between th e  o th e r e n t r i e s ,  a h a l f  n o te .
A ll fo u r e n t r ie s  a re  prom inently  vo iced . The f i r s t  th re e  
have a jagged p i tc h  contour l ik e  th a t  o f the  f i r s t  s ta tem en t of 
the  th i r d  v a r ia t io n ;  the fo u r th  has a p i tc h  contour o f re tro g ra d e  
In v e rs io n  to  th a t  o f the  I n i t i a l  s ta tem en t. A ll rhythm ic 
p a t te rn s  In  th e se  s ta tem en ts  a re  v a r ia n ts  o f those  found In  the  
th i r d  v a r ia t io n .  The vo ic in g  as a whole resem bles a summation o f 
th a t  o f th e  th i r d  phrase o f the  theme, w ith  th e  h igh  un ison  wood­
winds accompanied by a s tro n g  r i s e  in  p itc h  d i r e c t io n  in  the 
s t r in g s ,  m easures 125-7. There Is  a r e tu rn  h e re , as in  surrounding  
a re a s , to  r e tu rn  to  the  v o ic in g  by c h o irs  procedure found in  the  
f i r s t  v a r ia t io n .  The fo r tis s im o  dynamic le v e l  i s  su s ta in e d  
th rough measure 131, w hich, combined w ith  th e  frequency  and 
s tre n g th  o f m o tiv ic  s ta tem en ts , g ives t h i s  a rea  th e  g re a te s t  
w eight of in te n s i ty  o f  any in  th i s  v a r ia t io n .
The nex t s ta tem en t, f i r s t  v io l in ,  measure 127, i s  te tra c h o rd  
5 in  o r ig in a l  form. This te tra c h o rd  has p re v io u s ly  been observed 
in  co n ju n c tio n  w ith  the  h igh  unison woodwind passag e . I t s  
appearance here  i s  tu " 'erstandably s t r e s s e d ;  i t  i s  ob ta ined  by 
d is g u is in g  the  a c tu a l  f i r s t  no te o f the te tra c h o rd  in  measure 
126 w ith  p iz z ic a to  v o ic in g . This te tra c h o rd  a ls o  marks the 
l a s t  overlap  o f row form in  vo ice  1.
Measures 128-130 might be expected to  be t r a n s i t i o n a l ,  from 
an exam ination  o f th e  vary ing  overlapp ings o f row forms which occur 
h e re . However, the  v o ic in g , dynamic le v e l ,  and te x tu re  o f the
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preced ing  area  a re  m ain ta in ed , and m o tiv ic  s ta tem en ts  and th e i r  
fragm ents give the  a rea  shape. The p a tte rn s  of th ese  sta tem en ts 
appear to  be f r e e ly  ass ig n ed  w ith  an eye to  v e r t i c a l  c o r re s p o n ­
dences such as the  G-A in te r v a l  s tre s s e d  in  m easures 128-9, 
second v io l in  and v io lo n c e llo . The fo r tis s im o  sta tem en t in  
h igh  unison  woodwinds, echoing th e i r  p rev ious e n try , i s  the only 
c le a r  p re se n ta tio n  o f  th e  c e n tr a l  te tra c h o rd  o f the l a s t  row form 
as i t  passes through th e  fou r v o ic e s . The jagged contour i s  
w idened; th e  rhythm ic p a t te rn  i s  a re tro g ra d e  o f th a t  of the 
i n i t i a l  s ta tem en t. While o th e r m o tiv ic  fragm ents fo llow , none o f 
them have such in te n s i ty  and s tre n g th .
The row form a rea  fo rc in g  th re e  su ccessive  sem itone ad jacen c ies  
i s  again  e x p lo ite d  in  th e  f i n a l  m easures o f th e  fo u r th  v a r ia t io n .
A semitone p ro g ress io n  I n i t i a t e d  by a palindrom e occurs in  the 
b ra s s , measures 131-4, E#-D-Eb-E-F. More f r e e ly  re a l iz e d  than  
the s im ila r  passage a t  the  end o f the  f i r s t  p e r io d , i t  i s  accompanied 
by the l a s t  m o tiv ic  s ta tem e n t, f i r s t  v io l in ,  masked somewhat by 
accompanying n o te s , c e le s ta ,  and by i t s  resem blance to  the  
preced ing  fragm ent in  th e  same p a r t .
The in te n s i ty  d ec rea se s  r a p id ly  in  th i s  a re a , the  tempo 
slackens a t  measure 132, and the  a rea  concludes w ith  p ian issim o 
n o te s , h arp . The p re s e n ta t io n  of d is ju n c t  dyads in  th e  f in a l  
measures o f the  s e c tio n , d e sp ite  the  tr a n s p o s i t io n a l  re la t io n s h ip  
of the v o ic e s , must be a d e l ib e ra te  a n t ic ip a t io n  o f  the f in a l  
measures of th e  work. The l a s t  te t r a c h o r d 's  p i tc h  con ten t b e tray s
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I t s  c a d e n tla l  fu n c tio n , fo r  I t  In v e rts  the  p itc h  co n ten t of the 
l a s t  te tra c h o rd  o f the theme about the  a x is  of I t s  f i r s t  p i tc h -  
c la s s ,  F#. The accompanying f ig u ra t io n  I s  s ig n i f ic a n t ly  voiced 
In the  c la r in e t  p a r t ,  a sso c ia ted  w ith  c a d e n tla l a re a s .
Cycles 3 and 4 from F igure 9 appear In  complete form In  
m easures 131-4. The tra n s p o s i t io n a l  r e la t io n s h ip  o f the. row 
forms has guaranteed the appearance o f re p re s e n ta t iv e  te tra c h o rd s  
from each cycle  every  time the te tra ch o rd  of the second type was 
ca n o n ic a lly  t r e a te d .
The D-Eb sequence, c e le s ta ,  measure 132, may p a r t i a l l y  
p repare  the p iv o ta l  te tra c h o rd  which begins the f i f t h  v a r ia t io n ,  
v io la ,  m easures 135-6. The v a r ia n t D-C#, h arp , m easures 133-4, 
may a lso  serve  th i s  fu n c tio n . I f  the  F#, v io l in ,  measure 132, i s  
in c lu d ed , a palindrom e F#-D-Eb-D-C#-D-Eb-F# spans th e  double b a r . 
The h igh  frequency of E b 's  in  measure 132 may serv e  to  mark th i s  
palindrom e.
V a ria tio n  5 (m easures 135-146)
This v a r ia t io n  i s  id e n t i f ie d  as a t r a n s i t io n  by Webern. Like 
the  second v a r ia t io n ,  i t  v e r t i c a l iz e s  and condenses p rev ious 
r e la t io n s h ip s ,  an1 "m odulates" from system of one te tra c h o rd  r e ­
la t io n s h ip s  to  a n o th e r. Like the  second and th e  fo u r th  v a r ia t io n s ,  
the  d e n s ity  o f  row forms i s  such th a t  p iv o tin g  ag g reg a tes  and 
m u ltip le  s t r u c tu r a l  meanings assigned  to  e n t i t i e s  tak e  precedence 
over the  p re s e n ta t io n  o f the  formal scheme id e n t i f ie d  w ith  the
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theme. E n t i t ie s  o f th e  second, th i r d ,  and fo u r th  v a r ia t io n  a re  
p resen ted  h e re , v a rie d  in  such a way th a t  t h e i r  id e n t i ty  fad es . 
Canonic im ita tio n  i s  b r i e f  and seems used fo r  e f f e c t  r a th e r  than  
g e n e ra tio n  o f la rg e  s t r u c tu r e s .  The s e c tio n  i s  s h o r t ,  o f  low 
dynamic le v e l ,  and s t r u c tu r a l ly  fragm ented. The few s ta tem en ts  
which can be c le a r ly  de fin ed  th en  assume, in  c o n tra s t ,  g re a te r  
im portance than  in  th e  fo u r th  v a r ia t io n .
The s e c tio n  can be f a i r l y  e a s i ly  d iv ided  in to  fo u r ph rases 
on the  b a s is  o f c o n tra s t  o f te x tu re , m otiv ic  in te g r i ty ,  and 
tempo changes. T e trach o rd a l re la t io n s h ip s  w ith  congruent a re a s  
of theme a re  p re se n t, b u t incom plete. Voicing p a tte rn s  may be 
v a r ia n ts  of those  o f the  theme, but a re  not c le a r ly  thus d e f in a b le . 
The p a tte rn  of g en era l in te n s i ty  fo llow s th a t  o f  th e  theme.
F i r s t  p eriod  (m easures 135-141)
The f i r s t  phrase co n ta in s  two s ta tem en ts . The f i r s t  i s  
unaccompanied; the  second, accompanied by ag g regates resem bling 
those found in  the second v a r ia t io n .  The p re c ise  co n fig u ra tio n s  
o f th e se  s ta tem en ts  seems to  be s t r u c tu r a l ly  im p o rtan t, fo r  th ey  
r e f l e c t  s p e c if ic  v a r ia n ts  o f p a tte rn s  which pervade the  e n t i r e  
work.
The p itc h  sequence o f the  f i r s t  of th ese  s ta tem en ts , v io la ,  
m easures 135-6, i s  p a r t i c u la r ly  rem arkable in  c o n tex t. I t  i s  
th a t  of the f i r s t  te tra c h o rd  of P 5, the  row which has a s t r in g  o f 
seven p i tc h  c la s se s  id e n t ic a l  to  a s t r in g  in  P 0, and th i s
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p a r t i c u la r  p itc h  sequence i s  th e  f i r s t  fo u r no tes of th a t  s t r in g .  
F u r th e r , s in ce  R 5 i s  r e la te d  to  R 4, the  l a s t  form of the  fo u r th  
v a r ia t io n ,  as P 1 i s  to  P 0 , the row form re la t io n s h ip s  o f the 
theme a re  a lso  invoked. This te t r a c h o rd , th en , se rv es  as a 
"common-tone m odulation" between th e  system  of in v e rte d  te tra c h o rd  
which pervades the  th i r d  and fo u r th  v a r ia t io n s  and th e  o r ig in a l  
such system  used in  the  theme and f i r s t  v a r ia t io n .  I t s  te tra c h o rd  
ty p e , l ik e  th a t  o f the  i n i t i a l  s ta tem e n t, i s  the  f i r s t  ty p e .
The rh y th m ic -a r t ic u la t io n  p a t te r n  o f t h i s  s ta tem en t i s  the  
re tro g ra d e  of th a t  o f th e  o r ig in a l  s ta tem e n t, in  d im inu tion .
I t s  p i tc h  contour i s  a re tro g ra d e  o f th a t  o f th e  f i r s t  s ta tem en t 
of the  th ir d  v a r ia t io n .  I t s  r e g i s t e r  i s  n e i th e r  an in v e rs io n  o r 
r e tu r n  to  th a t  o f e i th e r  o f th e se  p rev io u s  s ta tm e n ts , bu t some­
what o f a compromise between them. I t s  p a t te rn  o f dynamic le v e l  
has c h a r a c te r i s t ic s  of th a t  o f b o th . I t s  unaccompanied v o ic in g  
in  a s t r u c tu r a l ly  exposed a re a  a c c e n tu a te s  i t s  im portance, and 
r e c a l l s  th e  s im ila r ly  exposed co n tex t o f th e  i n i t i a l  s ta tem en t.
The second m o tiv ic  s ta tem en t more n e a r ly  r e c a l l s  th e  f i r s t  
s ta tem en t of the th i r d  v a r ia t io n  w ith  re s p e c t to  i t s  r e g i s t e r ,  
v o ic in g , and rh y th m ic -a r t ic u la t io n  p a t te r n .  I t  i s  a re tro g ra d e  
in v e rs io n  about the  a x is  o f the  f i r s t  n o te , B, o f te tra c h o rd  2, 
the  analogous te tra c h o rd  in  th e  theme. I t s  p i tc h  con tou r, however 
i s  a re tro g ra d e  o f th a t  o f th e  i n i t i a l  s ta tem e n t, and i t s  f a l l i n g  
dynamic le v e l i s  a re tro g ra d e  o f a v a r ia n t  p re v io u s ly  encountered 
in  th e  second phrase o f the  th i r d  v a r ia t io n ,  f l u t e ,  m easures 83-7.
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The accompanying v e r t i c a l  aggregates resem ble th o se  found In  the  
second v a r ia t io n .  T h e ir rhythm ic p a t te rn  I n te r s e c ts  th a t  o f the  
sta tem en t in  such a way th a t  th e  rhythm of th e  complex e n t i t y  c o n s is ts  
o f an e ig h th , fo u r th  s ix te e n th s ,  and th re e  e ig h th s , p o s s ib ly  a v a r ia n t  
o f the  p a t te rn  o f e ig h t su ccessiv e  e ig h th s , m easures 69-71, second 
v a r ia t io n .  The v e r t i c a l  ag g reg a tes  do no t mask th e  id e n t i ty  o f th e  
s ta tem e n t. The expected re tro g ra d e  in v e rs io n  o f te tra c h o rd  3 does 
n o t appear as an e n t i t y  in  t h i s  a re a .
The second phrase c o n s is ts  o f two s ta tem en ts , so lo  f i r s t  v io l in ,  
measures 139-41, w ith  a p robab le  sh o rt e x ten s io n . The fo u r n o tes  a re  
grouped two by two in  each s ta tem en t, and the  rhythm ic and a r t i c u l a ­
t io n  p a t te rn s  a re  based on th ose  developed in  th e  th i r d  v a r ia t io n .
A dense knot o f im ita t io n  a t  c lo se  range accompanies th e se  s ta tem e n ts , 
b lu r r in g  t h e i r  a u d ib i l i ty .  Every dyad in  th e se  s ta tem en ts  i s  im ita ­
te d , e i th e r  s im u ltan eo u sly  in  a d i f f e r e n t  rhythm or a t  a d u ra t io n a l  
in te r v a l  no t g re a te r  th an  a d o tte d  e ig h th  b e a t. A d d itio n a l e n t r i e s ,  
p iv o ta l ly  r e la te d  w ith  id e n t ic a l  or s im ila r  vo ic in g  and rhythm ic and 
a r t i c u l a t i o n  p a t te r n s ,  do no t he lp  to  c l a r i f y  the  s ta te m e n t 's  co n fig u ­
r a t io n s .  The r e s u l t in g  i n t e r v a l l i c  and rhythm ic d e n s ity  p rov ides an 
Im pression  o f  s t r u c tu r a l  s t r e s s  d e sp ite  th e  g e n e ra lly  low dynamic le v e l .
The p i tc h - c la s s  co n ten t o f the  s ta tem en ts  a re , r e s p e c t iv e ly ,  the  
in v e rs io n  o f  te tra c h o rd  5 about i t s  f i r s t  p i tc h  c la s s ,  C, and a s h i f t  
v a r ia n t  o f the  o r ig in a l  form of te tra c h o rd  3, such th a t  th e  f i r s t  
and l a s t  p a i r s  o f p i tc h  c la s s e s  a re  re v e rse d , w hile  p re se rv in g
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t h e i r  In te rn a l  r e la t iv e  sequence. No c le a r  s ta tem en t of te tra c h o rd s  
4 o r 6 ap p ears . The rhythm ic p a t te r n  o f th e  s ta tem en ts  taken  
to g e th e r  i s  a palindrom e which may be derived  from the  o r ig in a l  
s ta tem en t o f te tra c h o rd  5. The a r t i c u l a t i o n  p a t te r n  o f  the  f i r s t  
s ta tem e n t, and a l l  accompanying fragm ents, c o n s is ts  o f s lu rre d  
dyads, a fragm en ta tion  r e f le c t in g  th a t  found a t  th e  end o f  the 
second phrase o f th e  th i r d  v a r ia t io n .  The a r t i c u la t io n  p a t te rn  
o f the  second sta tem en t and i t s  accompanying fragm ents c o n s is t  
sim ply o f  detached n o te s , which may r e f l e c t  those  o f th e  accom­
panying agg regates  o f th e  second v a r ia t io n ,  and h ere  serv es  to  
d is so lv e  more complex a r t i c u l a t i o n  p a t te r n s .  The change from 
s lu r s  on every  e ig h th  of the  measure to  detached n o tes  on every  
s ix te e n th  o f th e  measure b rin g s  about an alm ost immediate drop 
o f  in te n s i ty ,  somewhat compensated by in c reased  movement, a t  the  
end o f the  f i r s t  s ta tem en t. In  no p reced ing  v a r ia t io n  does an 
in te n s i ty  drop occur th e re . The a r t i c u l a t i o n  scheme of th e  phrase 
as a whole may d e riv e  from th a t  o f  th e  l a s t  m o tiv ic  s ta tem en t 
o f the theme, measures 19-20, f i r s t  v io l in .
The p itc h e s  rep ea ted  in  measure 141, the  end o f th e  second 
p h rase , inc lude  those o f te tra c h o rd  1, n e a r ly  in  re tro g ra d e  o rd e r, 
oboe and h arp , C#-C-Bb-A. The C-A in te r v a l  i s  fu r th e r  emphasized 
by a b r i e f  palindrom e C-A-C, h a rp , f i r s t  v io l in ,  c e le s ta .
Second p eriod  (measures 142-5)
The th i r d  phrase  combines m a te r ia l  found in  th e  ex ten s io n
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o f the  second phrase and the  v o ic in g  o f  the  th i r d  phrase o f th e  
theme in  about about a th i r d  o f th e  e lap sed  tim e taken  in  the 
analogous a rea  of th e  theme. The v o ic in g  i s  v a r ie d , compressed, 
and re tro g rad ed  (woodwinds, trum pet in s te ad  o f trombone, s t r in g s ) .  
The woodwinds p re sen t the  in v e rs io n  o f te tra c h o rd  6, the t e t r a ­
chord o f the  ex ten s io n , in v e rte d  about i t s  l a s t  p i tc h  c la s s ,  G.
The trum pet has a th re e -n o te  fragm ent which may r e c a l l  t h e / f i g u r - - 
a t io n s  o f the th ir d  v a r ia t io n ,  and th e  s t r in g s  r e s o r t  to  th e  ac­
companying v e r t i c a l  ag g reg a tes  resem bling  th o se  of th e  second 
v a r ia t io n .  The in v e rs io n  o f  te tra c h o rd  6 about th e  a x is  o f  i t s  
f i r s t  p i tc h  c la s s ,  C, appears in  a m o tiv ic  s ta tem en t, f i r s t  v io l in ,  
measure 142-3. The p i tc h  co n ten t o f  t h i s  s ta tem en t has th re e  
p i tc h  c la s se s  in  common w ith  te tra c h o rd  5, which appears in  the 
congruent a re a  o f the  theme. However,. i t  i s  o f  the  second 
te tra c h o rd  ty p e , and i t s  p i tc h  co n ten t th u s  has a double meaning, 
b lu r r in g  the  previous d i s t in c t iv e  s t r u c tu r a l  meaning of te tra c h o rd  
5. I t s  p i tc h  contour i s  a re tro g ra d e  o f th a t  o f  th e  i n i t i a l  
s ta tem en t. I t s  rhythm ic p a t te r n  corresponds to  the f ig u ra t io n  
p lu s  is o la te d  note grouping.
A ll fou r cycles  of F igure  9 a re  re p re se n te d  in  th i s  p h rase .
I t s  te x tu re  resem bles th a t  o f  the second h a l f  of the f i r s t  p h rase , 
perhaps an in d ic a tio n  o f c lo s in g  s t r u c tu r a l  r e la t io n s h ip s .  The 
d e n s ity  o f l in k s  w ith  p rev ious m a te r ia l ,  as w e ll as the  continued 
drop in  I n te n s i ty ,  a lso  in d ic a te  c lo su re  in  t h i s  a rea  p re v io u s ly  
a s s o c ia te d  w ith  the  in te n s i ty  peak o f th e  s t ru c tu re  o f  th e  theme 
o r v a r ia t io n .
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The fo u r th  phrase c o n s is ts  o f fo u r In te rlo c k e d  s ta tem e n ts , two 
o f which a re  so fragm ented as to  lack  c le a r  au d ib le  I d e n t i ty .
T h e ir rhythm ic p a tte rn s  a re  such th a t  an a t ta c k  occurs on every  
s ix te e n th  b e a t excep t th e  l a s t  of measures 144-5. A c lo se  v a r ia n t  
o f  the  thy thm ic  p a t te rn  of the  i n i t i a l  s ta tem en t i s  p re sen ted  as 
a canon w ith  th re e  e n t r i e s :  second v io l in ,  v io lo n c e llo , c la r in e t ,
v io la .  The rhythm ic p a t te rn  of the s ta tem en t, f i r s t  v io l in ,  i s  
c lo se  to  th a t  o f the  " su b s id ia ry  theme" s ta tem en t. Thus, th e  
rhythm ic p a t te rn s  a lone r e c a l l  those of the theme, th i r d  v a r ia t io n ,  
and th e  tech n iq u es  o f the fo u r th  v a r ia t io n .
The p i tc h  co n ten t of th e  s ta tem en ts  i s  s im ila r ly  a com pression 
o f  p rev io u s  fu n c tio n s . The p i tc h  sequence o f the  s ta tem en t, 
so lo  f i r s t  v io l i n ,  re p e a ts  th a t  of the l a s t  s ta tem en t o f th e ' 
theme, a ls o  so lo  f i r s t  v io l in ,  th e  re tro g ra d e  o f te tra c h o rd  5.
A s h i f t  o f  th e  o r ig in a l  o rder o f th a t  te tra c h o rd  appears in  the  
s ta tem e n t, v io la ,  in  such a way th a t  a palindrom e v a r ia n t  by 
dyada ap p ea rs . The p itc h  co n ten t o f the s ta tem en t in  second 
v io l in  and v io lo n c e llo  i s  a re tro g rad e  in v e rs io n  o f the same 
te tra c h o rd  about th e  a x is  of i t s  l a s t  p i tc h  c la s s ,  F#, so th a t  a 
palindrom e v a r ia n t  by in v e rs io n  can be found, r e c a l l in g  s im ila r  
palindrom es in  the  th i r d  v a r ia t io n .  The p i tc h  c o n ten t o f  the  
s ta tem e n t, c l a r in e t ,  the  instrum ent a sso c ia te d  w ith  c a d e n tla l  
fu n c tio n , i s  a re tro g ra d e  in v e rs io n  o f th a t  o f the  s ta tem en t 
about th e  a x is  o f  i t s  l a s t  p i tc h  c la s s ,  A. The te tra c h o rd a l  
cy cle  by which te tra c h o rd s  3 and 4 are deriv ed  i s  th u s  shown.
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This tim e, the  I n i t i a l  te tra c h o rd  i s  the  re tro g rad e  in v e rs io n  o f 
te tra ch o rd  1 about the  a x is  of i t s  l a s t  n o te , which i s  id e n t ic a l  
to  the  re tro g ra d e  o f te tra c h o rd  5.
The o r ig in a l ,  re tro g ra d e  in v e rs io n , and in v e rs io n  o f th e  p i tc h  
contour o f th e  i n i t i a l  s ta tem en t appear h e re . The fo u r th  s ta tem en t 
f i r s t  v io l in ,  has th e  o r ig in a l  p i tc h  contour of the f i r s t  
s ta tem en t o f  the th i r d  v a r ia t io n .  The a r t i c u la t io n  p a t te rn s  r e ­
semble those found in  the second phrase of t h i s  v a r ia t io n .  The 
r e la t iv e ly  h ig h  t e s s i t u r a  o f  th i s  passage may be a r e g i s t e r  in ­
v e rs io n  o f th a t  o f the  i n i t i a l  s ta tem en t.
I t  i s  the  a u th o r 's  op in io n  th a t  t h i s  condensation  and i n t e r ­
locking  o f p rev io u s  m a te r ia l  w ith  re sp e c t to  s e v e ra l p a t te rn s  
mark th ese  two m easures, 144-5, as th e  f in a l  cadence a re a  of th e  
work as a whole w ith  re s p e c t to  fix ed  r e la t io n s h ip s .  The coda 
th en  serves the fu n c tio n  o f g e n e ra liz in g  th a t  cadence t o  re so lv e  
the  system o f r e la t io n s h ip s  Independent of fix ed  m a te r ia l ,  w hile  
d is so lv in g  many o f the  o th e r  s t r u c tu r a l  re la t io n s h ip s  o f the  theme 
and f i r s t  f iv e  v a r ia t io n s .
V a ria tio n  6 (m easures 146-180)
This v a r ia t io n ,  l ik e  th e  fo u r th , c o n s is ts  o f a somewhat f re e  
fo u r-v o ice  canon. P a tte rn s  not derived  from p i tc h - c la s s  sequence 
appearing  in  the  dux a re  v a rie d  m etam orphically  in  the  o th e r  v o ices 
Since no vo ice  c o n s is te n t ly  lead s  th e  canon, the dux i s  here  
assigned  to  th a t  v o ice  which begins w ith  the  trum pet e n try  in
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measure 146. This vo ice  o f te n  a n t ic ip a te s  the  o th e rs , and I t s  
f i r s t  raw form I s  the  re tro g ra d e  of the f i r s t  raw form of th e  dux 
o f  the  fo u r th  v a r ia t io n .
The v a r ia t io n  can be conven ien tly  d iv ided  in to  two p e rio d s  
a t  th e  beginning  o f  measure 167, a te x tu r a l  as w e ll as a s t r u c tu r a l  
d is c o n t in u ity . Before t h i s  p o in t, row forms p ro g ress  in  a con­
s i s t e n t  fa sh io n  resem bling  th a t  used in  the  fo u r th  v a r ia t io n ,  and 
any v e r t i c a l i z a t io n s  w ith in  v o ices  occur only  a t  row form o v e rla p s . 
A fte r  t h i s  p o in t, row form re la t io n s h ip s  a re  scrambled and re d e fin ed  
to  produce the  d e s ire d  c o n fig u ra tio n  fo r  the  f in a l  m easures o f 
th e  work.
Techniques o f  p iv o tin g  c o n fig u ra tio n s  by p re se n tin g  alm ost 
sim ultaneous v a r ia n ts ,  o f  s e t t in g  up palindrom es and palindrom e 
v a r ia n ts ,  and a s s ig n a tio n  o f  m u ltip le  s t r u c tu r a l  meanings to  s in g le  
even ts  a re  used h ere  perhaps more fre q u e n tly  than  in  any oth e r  
a rea  o f th e  work. F requent su sta in ed  no tes fu n c tio n in g  as 
p e d a ls , and rep ea ted  p i tc h  c la s s e s , o f te n  surrounded by h a lo es  
o f s im ila r  e v e n ts , p rov ide lo c a l  p o in ts  o f re fe re n c e  which occur 
in fre q u e n tly  e lsew here . As in  the  fo u r th  v a r ia t io n ,  complex 
e n t i t i e s  ov erlap  and e x h ib i t  l in e a r  and v e r t i c a l  freedom o f con­
s t ru c t io n .  There does no t seem to  be a c o n s is te n t scheme fo r  
p re sen tin g  p rev ious m a te r ia l ,  or to  p reserv e  i t s  id e n t i ty ,  
a lthough  every  event: in  t h i s  v a r ia t io n  can be shown to  d e riv e  
from some e a r l i e r  c o n f ig u ra tio n . P rocesses o f c o n s tru c t!  on used 
p rev io u s ly , r a th e r  than  th e i r  r e s u l t s ,  seem to  have s t r u c tu r a l
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Im portance h e re .
The p r in c ip a l  fu n c tio n  o f th e  f i f t h  v a r ia t io n  seems to  be to  
r e c a p i tu la te  and re so lv e  te tra c h o rd -a s s o c ia te d  p a t te rn s ,  where 
r e s o lu t io n  i s  a sso c ia te d  w ith  c le a r  re s ta te m e n t, wherever p o ss ib le  
in  re tro g ra d e  in v e rs io n .
The s ix th  v a r ia t io n  s im ila r ly  r e c a p i tu la te s  and re so lv e s  
r e la t io n s h ip s  which a re  not d i r e c t l y  te tra c h o rd -a sa o c ia te d , o r a re  
a sso c ia te d  w ith  te tra c h a d s  in  a g e n e ra l r a th e r  than  s p e c if ic  
way. These re la t io n s h ip s  in c lu d e  tra n sfo rm a l methods which 
g en era te  te tra c h o rd -a s s o c ia te d  p a t te rn s  as w e ll as metamorphic 
methods ap p lied  to  th ese  p a t te r n s .  The te tra c h o rd s  them selves 
appear, bu t g e n e ra lly  v e r t i c a l l y ,  and a re  dom inan t-assoc ia ted  
r a th e r  th an  to n ic -a s s o c ia te d . The l a s t  c le a r  m o tiv ic  s ta tem en t 
i s  th a t  o f te tra c h o rd  6, which i s  d o m in an t-asso c ia ted  and was 
in troduced  as a h a lf -c lo s e  r e la t io n s h ip .  £hese re la t io n s h ip s  
a re  re so lv ed  through v e r t i c a l i z a t io n ,  condensa tion , and d is s o lu t io n .
The s ix th  v a r ia t io n  i s  a ls o  c h a ra c te r iz e d  by a use o f the 
K langfarbe le v e l  as s t r u c tu r a l  d e te rm in an t. Phrases and breaks 
in  c o n tin u ity  are  a sso c ia te d  w ith  t h a t  le v e l  r a th e r  th an  w ith  
th e  o th e r  le v e ls  p o s tu la te d  by th i s  s tu d y . To a g re a te r  e x te n t 
th an  anywhere e ls e  in  th e  work, e n t i t i e s  o f  v o ic in g  such as th e  
b ra s s  aggregate  which opens th e  s e c tio n  a re  used to  mark s t r u c tu r a l  
p o in ts  o f a r t i c u la t io n .  T h e ir s t r u c tu r a l  e f f e c t  may be f a r -  
reach in g  w ith in  v a r ia t io n s  r a th e r  th an  immediate as in  th e  p receding  
v a r ia t io n s .  The duai in te r p r e ta t iv e  p o s s i b i l i t i e s  o f complex
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e n t i t l e s  as polyphonic or v e r t i c a l l y  planned a re a s  a re  s tre s s e d .
The fo u r th  and s ix th  v a r ia t io n s  d is p la y  s im ila r  tech n iques 
which a re  no t s tandard  throughout the  work. The most obvious of 
th e se  seems to  be sim ultaneous v a r ia t io n  of the  same e n t i ty .
P a tte rn s  o f m e tric  s h i f t s ,  I s o la te d  p u n c tu a tlv e  n o te s , and su s­
ta in e d  p e d a ls , and te tra c h o rd a l s h i f t s  seem to  occur here  more 
th en  e lsew here.
V e r t ic a l  a g g reg a te s , voiced In  b ra s s ,  m easures 146-7, open 
th e  v a r ia t io n .  This even t has been prepared  by se v e ra l su bo rd ina te  
occu rrences In  s t r u c tu r a l ly  c ru c ia l  a re a s  o f b ra s s  ag g reg a tes  
such as measure 15, end o f th i r d  phrase  o f th e  theme; measure 20, 
f i r s t  accompanying v e r t i c a l  aggregate  o f f i r s t  v a r ia t io n ;  measures 
52-3, f i r s t  su s ta in ed  occurrence , accompanying the l a s t  s ta tem en t 
o f  th e  f i r s t  v a r ia t io n ;  measure 58, l a s t  h a l f  of f i r s t  p h rase , 
second v a r ia t io n ;  and an im portan t v a r ia n t ,  woodwinds, measure 142, 
the  head o f th e  th i r d  phrase in  the  f i f t h  v a r ia t io n .  I t s  appearance 
a t  th e  head o f the  s ix th  v a r ia t io n ,  the  p la ce  congruent to  the area  
which seems to  s e t  th e  tone fo r  each v a r ia t io n ,  b rin g s  i t  in to  
prominenece fo r  the f i r s t  tim e. I t s  re cu rren ce  in  measure 167 
h e lp s  e s ta b l i s h  th a t  measure as the beginning  o f a new s e c tio n .
The v o ic in g  p a t te r n  fo r  the v a r ia t io n  as a whole r e f l e c t s  
th a t  o f the  theme in  a metamorphic fa sh io n , w ith  em bellishm ents, 
added m a te r ia l ,  and ex ten s io n s  o f the o r ig in a l  sequence. An 
example o f th e  ex ten s io n  technique i s  shown in  th e  a re a  fo llow ing  
measure 167, which might be considered congruent to  th e  th ir d  
phrase  a rea  of the  theme. The o r ig in a l  sequence v io lln -h a rp -
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low strings-b rass-w oodw inds Is  changed to  b ra ss-lo w  s t r in g s -  
woodwinds-harp-low strlngs-w o o d w ln d s-h arp -b rass . The c la r in e t  
does not appear as a so lo  Instrum ent In the  f i n a l  cadence. I t s  
doubling  w ith  f l u t e  and oboe, measure 179, appears to  be a
r e p e t i t io n  o f p rev io u s  woodwind doub lings. A double meaning fo r
th i s  even t Is  not p rec luded .
Three o f the  Im ita tiv e  vo ices  co n ta in  only  t r a n s p o s i t io n s  of
the  o r ig in a l  row form, and begin  w ith  re tro g ra d e s  o f the  f i r s  row 
forms of v o ic es  In  th e  fo u r th  v a r ia t io n .  The o th e r  Im ita tiv e  
v o ic e , l ik e  th e  v o ices  In  the fo u rth  v a r ia t io n ,  c o n s is ts  on ly  o f 
re tro g ra d e  row form s, and i t s  f i r s t  row form has th e  same hexachord 
co n ten t as  th a t  o f the  f i r s t  row form o f the  co rrespond ing  vo ice  
in  the  fo u r th  v a r ia t io n .  I t s  second and th i r d  row forms have the  
in t r a v e r s io n a l  r e la t io n s h ip  w ith  the  second and th i r d  row forms of 
the correspond ing  tm ita t iv e  vo ice  in  th e  fo u r th  v a r ia t io n .  Row forms 
a re  unfolded a t  a n e a r ly  sim ultaneous pace th rough  the  f i r s t  period  
of the  s ix th  v a r ia t io n .  The p itc h  c o n ten t, and most o f  th e  p i tc h  
sequence, i s  consequen tly  r e la te d  to  th a t  o f th re e - fo u r th s  o f  the  
fo u r th  v a r ia t io n  by re tro g ra d e  in v e rs io n , row form by row form.
The row forms ag a in  overlap  by two n o te s , so th a t  the  v o ices  
using  the o r ig in a l  tran sposed  row forms p re sen t su c c e ss iv e ly  lower 
row form s, and the  o th e r vo ice p re sen ts  su c c e ss iv e ly  h ig h e r row 
forms. A fte r  th e  th i r d  s e t  o f row form s, the  fo u r im ita t iv e  vo ices  
would a t t a i n  t h e i r  o r ig in a l  re la t io n s h ip  transposed  by an augmented
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fo u r th  by means o f th e se  opposing sequences. This i s  p re c is e ly  
the p o in t a t  which the  p a t te r n  i s  rap tu red  and the f i r s t  i n t r a ­
v o ice  v e r t i c a l i z a t io n s  o f  e n t i r e  te tra c h o rd s  appear, measure 167.
V arious p rev ious r e la t io n s h ip s  appear in  the next m easures.
The techn iques of th e  second v a r ia t io n  are  shown b r ie f ly  in  
m easures 167-9; a t r i p l e  in v e rs io n  re la t io n s h ip ,  P 1, P 4, and 
P 7 begins in  measure 169; a palindrom e re la t io n s h ip  ac ro ss  v o ic e s , 
R 9 -  P 9 ap p ea rs , m easures 171-180, ex tend ing  to  the  end of the  
work.
The l a s t  fo u r row forms a re  P 1, P 9, P 4, and R 2. P I  
has had many p r io r  in v o c a tio n s  o f s ig n if ic a n c e , but only in  
r e l a t io n  to  th e  m issin g  form P 0. P 4 's  re tro g rad e  i s  the  
im portan t form o f th e  fo u r th  v a r ia t io n .  The o p p o rtu n ity  to  
r e c a l l  p rev ious c h a r a c te r i s t i c s  assigned  to  th ese  forms i s  not 
taken  h e re .
P I  : P 4 i s  th e  in v e rs io n a l r e la t io n s h ip ;  P 4 : P 9 i s  
th e  r e la t io n s h ip s  which p re se rv e s  th e  sequence o f a s t r in g  of seven 
p i tc h  c la s s e s ;  P I  : R 2 i s  th e  re tro g ra d e  in v e rs io n  re la t io n s h ip  
P 0 : P 1. Since th e  in tr a v e r s io n  r e la t io n s h ip  i s  invoked in  
the  f i r s t  p e r io d , and th e  re tro g ra d e  re la t io n s h ip  R 9 : P 9 
begins in  measure 171, a l l  m ajor row form re la t io n s h ip s  a re  found 
in  t h i s  v a r ia t io n .  A d d itio n a l te tra c h o rd a l  r e la t io n s h ip s  a re  
d iscu ssed  in  sequence.
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F i r s t  p e rio d  (measures 146.-166)
A ll im m itative vo ices  begin  s im u ltan eo u sly  as members o f the 
b ra ss  v e r t i c a l  ag g reg a te , measure 146. The second no tes o f a l l  
v o ic e s  comprise the fo llow ing  ag g reg a te , measure 147. The th ird  
no tes  occur a t  th e  d u ra tio n a l in te r v a l  o f a q u a r te r  b e a t, beginning 
w ith  the  Ab, v io lo n c e llo , measure 148. In  th e  f i r s t ,  th i r d ,  
and fo u r th  v o ices , the  th ird  and fo u r th  n o tes  a re  s lu rre d  down­
w ard; in  the  second v o ice , the  two n o tes  a re  detached and appear 
in  d i f f e r e n t  in s tru m en ta l p a r t s .  In  the  f i r s t ,  second, and th ir d  
v o ic e s , the th ird  no te  i s  sh o rte r  than  the fo u r th ;  in  the  fo u r th  
v o ic e , bo th  no tes have equal le n g th .
In  every  v o ice , the  rhythm ic p a t te rn  i s  a metamorphic v a r ia n t 
of th a t  of the i n i t i a l  s ta tem en t. The p i tc h  contour o f th e  f i r s t  
te tra c h o rd  o f the dux i s  a re tro g ra d e  in v e rs io n  o f  th a t  o f the 
i n i t i a l  s ta tem en t; o f  the o th er v o ic e s , a d u p lic a t io n  of s l ig h t  
v a r ia n t  o f th a t  of th e  " su b s id ia ry  theme" s ta tem en t. The p i tc h  
sequence o f the f i r s t  te tra c h o rd  of the dux i s  a perm utation  o f 
th a t  o f te tra ch o rd  4. The p i tc h  sequence o f  the  f i r s t  te tra c h o rd s  
o f th e  th ir d  and fo u r th  vo ices a re  In v e rs io n s  o f each o th e r . Here, 
as everywhere e ls e  in  the f i r s t  p e rio d , th re e  te tra c h o rd s  a re  
t r a n s p o s i t io n a l ly  r e la te d ,  and the  fo u r th  i s  r e la te d  to  the  o ther 
th re e  by re tro g rad e  in v e rs io n .
The p re v a ilin g  dynamic le v e l i s  p ian issim o , re p e a tin g  th a t  of 
th e  l a s t  measures of the  p receding  v a r ia t io n .  The f lu id  te x tu re  
c o n tra s ts  sh arp ly  w ith  th a t o f the  p reced ing  v a r ia t io n .  While
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some p itc h  c la s s e s  o f the  b ra ss  aggregates appear In  the  l a s t  
m easures of th e  f i f t h  v a r ia t io n ,  no c le a r  p i tc h  re la t io n s h ip  
spans the  double b a r .
The order of e n try  of the second te tra c h o rd  fo r  a l l  v o ices  
i s  the same as th a t  fo r  th e  second h a lf  of the  f i r s t  te tra c h o rd , 
a t  the  same d u ra tio n a l in te r v a l ,  a lthough  th e  l a s t  note of the  
f i r s t  te tra c h o rd  ends a t  th e  same time in  a l l  v o ic e s . The p i tc h  
contour o f the te tra c h o rd  in  th e  dux resem bles th a t  o f the i n i t i a l  
s ta tem en t; o f the  o th e r v o ic e s , th a t  of the " su b s id ia ry  theme" 
s ta tem en t. The rhythm ic p a t te rn  i s  g e n e ra lly  a r a th e r  wide 
v a r ia n t  of th a t  o f th e  i n i t i a l  s ta tem en t. In  th e  second and 
th i r d  v o ic e s , the a r t ic u la  t io n  p a tte rn  i s  th a t  o f the  " su b s id ia ry  
theme" sta tem en t.
The p i tc h  c la s s e s  G# and C#, which the  choice o f  row forms 
im p lies  must be voiced th re e  tim es each in  th i s  a re a , occur 
in  the  same r e g i s t e r  every  tim e, in  in strum en ts  w ith  c lo se ly  
r e la te d  tim bre, in  c lo s e ly  neighboring  a reas  (G#, oboe, v io la ,  
v io lo n c e llo , m easures 150-1 ); C#, f l u t e ,  v io la ,  v io lo n c e llo , 
measure 152). A sm all palindrom e C# -  double E - C# i s  a byproduct 
o f th i s  p rocedure.
The complex e n t i t y  produced by th ese  e n t r ie s  begins f o r t e ,  
on the  s tre s s e d  G#, and g ra d u a lly  d ecreases in  in te n s i ty  to  a 
p ian issim o  diminuendo. I t  ends, in  a l l  v o ic e s , on the  l a s t  b ea t 
o f  measure 152.
The sequence of e n t r ie s  o f  the th ir d  te tra c h o rd  breaks the
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e s ta b lis h e d  p a t te r n .  The dux e n te rs  an e igh th  b ea t behind the  second 
and th i r d  v o ic e s , which e n te r  s im u ltan eo u sly ; the  fo u r th  voice 
e n te r s  an e ig h th  b ea t behind th e  dux. C lear m o tlv ic  s ta tm en ts  do 
no t appear, perhaps because the  reg io n  o f the  overlap p in g  row 
forms has been e n te red . Some tendency to  e x h ib i t  re tro g ra d e  p a t­
te rn s  from the  I n i t i a l  s tatem ent may be observed , however. This 
a re a , measures 153-4, I s  tra v e rsed  q u ic k ly ; I t s  e n t r ie s  c o n s is t 
m ostly  of s in g le  sforzando a t ta c k s .
The h igh  co n cen tra tio n  o f p l tc h -c la s s e s  D and Eb I s  again  
e x p lo ite d  by r e p e t i t io n  o f r e g i s te r  and s im ila r  v o ic in g . The 
f i r s t  s e t  of row forms ends n ea rly  s im u ltan eo u sly  in  a l l  v o ic e s , 
the  end of measure 155, a lthough  no break  in  p h rasin g  can be 
observed.
One s ta tem en t and one p a r t i a l  s ta tem en t, trum pet, measures 
154-157, has p itc h  con ten t o f  th e  second te tra c h o rd  ty p e , pro­
duced a r t i f i c i a l l y  by the  o v erlap . I t s  s tead y  In c re a se  In  
volume i s  supported  by a s im ila r  In c rease  in  a l l  o th e r  vo ices 
to  the end o f measure 157. I t s  s te a d i ly  r i s in g  p i tc h  contour 
su pports  th a t  in c re a se . The p a r t i a l  s ta tem e n t, oboe and 
c l a r in e t ,  a tim bre resem bling th a t of th e  trum pet in  th e  given 
r e g i s t e r s ,  can be sa id  to  belong com pletely  to  th e  new row form.
I t  c o n s is ts  o f  th re e  su sta in ed  no tes  a t  su c c e ss iv e ly  h ig h er 
volume. The p i tc h  c la s s  F i s  voiced s im ila r ly  in  bo th  the 
s ta tem en t and the  p a r t i a l  s ta tem en t. An accompanying v o ice- 
c ro ss in g  in  second v io l in  and v io la ,  trem olo am 8 te g . a r a th e r  
b r i l l i a n t  e f f e c t ,  i s  comprised of two su s ta in e d  ag g reg a tes  which
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a n t ic ip a te  by a q u a rte r  b ea t th e  l a s t  two n o tes of the p a r t i a l  
s ta tem en t. The au th o r wonders w hether the  p iz z ic a to  G, f i r s t  
v io l i n ,  end of measure 157, can be played s u f f i c i e n t ly  s tro n g ly  
to  balance the  r e s u l t in g  s o n o r i t ie s  a t  t h i s  dynamic le v e l .
Measures 158-160 m?y be the  crown o f a f re e  a rch  com prising
th e  f i r s t  p e rio d . The b ra ss  aggregate  appears a g a in , measures
158 and 160, th i s  time w ith the  fo u r th  note de layed , f i r s t  v io l in .
The tempo marking over measure 159 can r e f e r  only  to  the  f i r s t
and fo u r th  b e a ts  of th a t  m easure, in su r in g  th e  d u ra t io n a l  d is ta n c e  
between the  end o f the  agg regate  and the  v io l in  -  c e l lo  e n try , 
and the rhythm ic p re c is io n  o f the re p e a te d  q u a r te r  n o tes in  harp 
and p iz z ic a to  s t r in g s  w ith  c e le s ta  spanning m easures 159-60 — 
a m eticu lous d e t a i l  th a t  may have some palindrom ic  s ig n if ic a n c e .
The e n t i r e  area  marks a sharp drop in  in t e n s i ty  from th e  peak 
ob ta ined  in  measure 157.
The c o n s tru c tio n  of measures 161-4 resem bles th a t  o f measures 
153-7. Both a re a s  span row fo ra  o v e rla p s . The s ta tem en t which 
occurs h e re , measures 161-3, again  i s  a r t i f i c i a l l y  o b ta ined  from 
the  row form o v e rlap , and beg ins in  th e  trum pet p a r t .  This tim e, 
however, i t  i s  continued and extended by th e  tu b a . The p itc h  
co n ten t o f f i r s t  te tra c h o rd  o f the  p i tc h  sequence i s  an in tra v e rs io n  
o f th a t  o f te t r a c h o r d .1;  the  l a s t  fo u r p i tc h  c la s s e s  o f th e  p itc h  
sequence, o f the re tro g rad e  in v e rs io n  o f te tra c h o rd  1, im portan t 
in  th e  fo u r th  v a r ia t io n :  C-C#-E-Eb. The s ta tem en t then  l in k s  the
o r ig in a l  and in v e rte d  te tra c h o rd a l system s in  a r a th e r  sweeping r e ­
p r is e .
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The accompanying su s ta in e d  no tes In  m easures 161-2 show no 
v o ice  c ro ss in g  th i s  tim e , b u t r a th e r  a chrom atic s l id e  resem bling  
th a t  a t  the  end o f th e  f i r s t  period  o f the  fo u r th  v a r ia t io n ,  
m easures 121-4. The sh a rp ly  a ttack ed  ag g re g a te s , h arp , measure 
163, r e c a l l  th o se  In  m easures 153-4. A b r i e f  p a r t i a l  s ta tem en t 
appears In  second v io l in ,  measure 164, supported  by ano ther 
chrom atic s l id e ,  as w e ll as  the  l a s t  two no tes of th e  s ta tem en t, 
tu b a , b r in g in g  about a sudden crescendo In  p re p a ra tio n  fo r  the  
c lim a c tic  a rea  of the  f i r s t  p e rio d .
Measures 165-6 p re se n t the  second te tra c h o rd  of the th ird  
row form, w ith  c le a r  s ta tem en ts  in  a l l  v o ic e s , each confined to  a 
s in g le  p a r t ,  a l l  f o r t e .  The dux i s  th e  f i r s t  to  e n te r ;  the  
fo u r th , th i r d ,  and second v o ices  fo llow  in  th a t  o rd e r , a t  the  
su ccessiv e  d u ra tio n a l in te r v a l  of a q u a r te r  b e a t. The p i tc h  
contour i s  g e n e ra lly  th a t  o f a metamorphosis o f th a t  of the  
" su b s id ia ry  theme" s ta tem e n t; th e  a r t i c u la t io n  p a t te rn  in  every  
case i s  a c lo se  resem blance to  th a t  o f  th a t  s ta tem en t. The 
rhythm ic p a tte rn s  a re  v a r ia n ts  o f th e  re tro g ra d e  o f th a t  o f the 
i n i t i a l  s ta tm en t. No sta tem en t in  th e  f i r s t  p e r io d , th en , tak es  
a l l  o f i t s  p a t te rn s  from e i th e r  of the two s tro n g e s t sta tem en ts  
o f  the work, and few s ta tem en ts  o f the  f i r s t  p eriod  have p a t te rn s  
which a re  tra n s fo rm a l v a r ia n ts  o f those  o f the  two p r in c ip a l  
s ta tem en ts .
The complex e n t i t y  has a h igh t e s s i t u r a ;  i t s  v o ic in g  may have 
been in tended  to  resem ble th a t  o f the re c u rr in g  woodwind d o ub lings.
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The tim bre e f f e c t  i s  b r i l l i a n t ,  and th e  b r ig h t  sound i s  enhanced 
by a tempo In c rease  a t  measure 165, and a "cu t timftll'-jnetiric in d i­
c a t io n  a t  measure 166. The s ta tem en ts  a re  so in te r lo c k e d  rhythm ic­
a l l y  th a t  a note f a l l s  on every  e ig h th  b ea t but th re e  o f th ese  
two m easures. The p i tc h  c la s s  G# which appears in  th re e  v o ices  
i s  p laced  in  the same r e g i s t e r  and c lo se  p rox im ity .
The re tro g ra d e  re la t io n s h ip  of th e  second and fo u r th  e n tr ie s  
induces a palindrom e, emphasized by id e n t ic a l  r e g i s t r a t i o n  and 
a r t i c u l a t i o n  p a t te rn s .  The c h a r a c te r i s t i c s  o f th i s  palindrom e are  
enhanced by v a r ia n t  Im ita tio n s  in  th e  o th e r  v o ic e s .
Second period  (measures 167-180)
The l a s t  te tra c h o rd  o f the th i r d  row form in  a l l  v o ic es  i s  
concealed in  the  ab rup t v e r t i c a l i z a t i o n  which marks the  beginning 
o f  the  second p e rio d . Up to  t h i s  p o in t ,  a t  l e a s t  two, and 
g e n e ra lly  th re e , measures a re  spanned by th e  canonic d is p la y  of 
each te tra c h o rd . Two te tra c h o rd s  a re  te rm in a ted  h e re , each by a 
s in g le  v e r t i c a l  ag g reg a te ; th e  o th e r  two a re  te rm in a ted  in  the  
n ex t m easure.
The b ra ss  aggregate  ag a in  beg ins th e  p e rio d , muted, p iano , 
c o n tra s t in g  w ith  the  b r i l l i a n t  f in i s h  o f th e  p reced ing  p e rio d . 
A ggregates in  the  harp and sy rin g s  r e c a l l  the  accompanying 
te ch n iq u e , as w e ll as the  row form p ro ced u res , o f the second v a r ia ­
t io n .  The im portan t p iz z ic a to  G in  measure 157, cu lm inating  the 
f i r s t  r e a l  crescendo o f the v a r ia t io n ,  i s  r e c a lle d  in  the  c e le s ta ,  
to o  l a t e  to  be o f he lp  to  the crescendo in  measures 165-6. Sustained
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n o tes  in  th e  woodwinds mark the  f i r s t  appearance o f th e  no tes 
fu n c tio n in g  as pedal to nes which pervade most o f the  second p e rio d . 
The fu n c tio n  o f th ese  n o te s  perhaps r e c a l l s  th a t  o f the  f i r s t  
no te o f the fo u r th  v a r ia t io n ,  co n tra b ass , measures 109-10.
Measure 169 re p e a ts  in  pa lind rom ic  fash io n  the p itc h  con ten t 
o f th e  harp  ag g reg a te , measure 167, in  th e  c e le s ta  p a r t ,  and the  
B-Bb pedal n o te s , oboe and c l a r in e t ,  measures 167-8, w ith  rev ersed  
v o ic in g . Measure 169 marks the  in c e p tio n  o f the  row form r e la t io n ­
sh ip s  which end the  work.
The c lo se ly  r e la te d  row forms P 1, P 4, and R 9 dominate 
measures 170-4, p e rm ittin g  r e p e t i t io n  o f even ts  w ith  s l ig h t  
v o ic in g  v a r ia n ts .  The doubling  C//-D, v io l in  and co n trab ass , 
measure 170, reap p ea rs  in  measure 172, f l u t e  and bass c la r in e t .
The p iz z ic a to  ag g reg a te , v io lo n c e llo , measure 171, i s  s l ig h t ly  
augmented in  a s im ila r  ag g re g a te , h a rp , nex t m easure, re p e a te d , 
harp , measure 176, i n i t i a t i n g  Cycle 2, completed by th e  s ta tem en t, 
f i r s t  v io l in ,  m easures 174-6. A s im ila r  ag g reg a te , v io la ,  a lso  
measure 171, i s  expanded as th e  l a s t  appearance o f the  b ra ss  ag­
g re g a te , measure 173. The su sta in ed  ag g reg a te , second v io l in ,  
measure 170, on the  o th e r  hand, i s  rep ea ted  somewhat le s s  promin­
e n t ly  w ith  an added n o te , second v io l in ,  measure 174, and again , 
c e le s ta ,  measure 175. These freq u en t r e p e t i t io n s  seem to  re p re se n t 
c lo su re , e s p e c ia l ly  s in ce  th e  palindrom e r e la t io n s h ip  th a t  was 
o b ta in ab le  i s  no t invoked. The complex e n t i ty  generated  does 
no t seem to  show more th an  a fragm entary  p a tte rn in g .
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The appearance o f P 1 and R 2 in  the f in a l  m easures o f the 
work g u aran tees th a t  a l l  o f  the s ix  te tra c h o rd s  which beg in  the  
work w i l l  re a p p ea r, transposed  us a sem itone, In  t h e i r  o r ig in a l  
I n te r r e la t io n s h ip s .  These In te r r e la t io n s h ip s  a re  thus made Inde­
pendent o f  fix ed  p i tc h  e s ta b lish e d  In  the  theme. The fu r th e r  
appearance o f P 4 and F 9 In su re s  th a t  th e  ln v e rs lo n a l p a t te rn  
of te tra c h o rd a l  In te r r e la t io n s h ip s  w i l l  a lso  occur w ith  r e la t io n  
to  the  new p i tc h  le v e l .  The choice o f row forms a lso  b rin g s  
about th e  te tra c h o rd a l  and dyadic  re la t io n s h ip s  o f the  l a s t  
m easures d iscu ssed  below.
The l a s t  two sta tem en ts  o f the work a re  superimposed In  
measure 174-7. Both a re  o f the second te tra c h o rd  ty p e , and they  
a re  t r a n s p o s i t io n a l ly  r e la te d  a t  the  In te rv a l  o f a minor th i r d .
The f i r s t ,  v io l i n ,  measures 174-6, has p itc h  con ten t o f te tra c h o rd  
6, th e  te tra c h o rd  a s so c ia te d  w ith  th e  h a lf -c lo s e  In  the  theme.
I t s  p i tc h  contour I s  a v a r ia n t  of th a t  o f the  " su b s id ia ry  theme" 
s ta tem e n t, and I t s  rhythm r e c a l l s  th a t  of the  I n i t i a l  s ta tem en t.
I t  I s  th en  re la te d  to  th re e  s t r u c tu r a l ly  Im portant s ta tem e n ts . The 
crescendo o f I t s  f i r s t  no te  p rep ares  the  en trance  o f the  second 
s ta tem e n t, muted trum pet, measures 175-7. The second s ta te m e n t 's  
p i tc h  sequence I s  a tr a n s p o s it io n  of th a t  o f te tra c h o rd  2 , up a 
sem itone; i t s  p i tc h  contour i s  an in v e rs io n  o f th a t  o f the  
" su b s id ia ry  theme" s ta tem en t, and i t s  rhythm ic p a t te rn  resem bles 
a re tro g ra d e  o f th a t  o f th e  i n i t i a l  s ta tem en t, w ith  i t s  l a s t  note 
tru n c a te d . The a r t i c u la t io n  p a tte rn  o f bo th  s ta tem en ts  I s ,  sim ply,
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detached n o te s , a complete d is s o lu t io n  o f  a l l  p rev ious a r t i c u la t io n  
p a tte rn s  a s so c ia te d  w ith  s ta tem en ts . The t e s s i tu r a  o f bo th  s t a t e ­
ments I s  r e l a t iv e ly  h igh , and th e i r  p i tc h  con tours ba lan ce . T heir 
common p itc h  c la s s ,  Eb, I s  rep eated  In  th e  same r e g i s t e r ,  same 
d u ra tio n , s im ila r  v o ic in g . The dynamic le v e l  con tinues to  drop, 
to  the  measure of s i le n c e ,  178, which s e ts  o f f  the  l a s t  s e t  o f 
te tra c h o rd s .
The l a s t  two measures d isp la y  an ab ru p t change o f d e n s ity , 
dynamic le v e l ,  and g en era l te x tu re .  A ll te tra c h o rd s  a re  voiced 
by dyads, a procedure a n tic ip a te d  on ly  In  m easures 139-141 o f the  
f i f t h  v a r ia t io n .  A ll dyads b u t two, v io la  and f i r s t  v io l in ,  con­
s i s t  o f detached n o te s ; each I s  r e la te d  to  a t  l e a s t  one o th e r 
dyad.
For the  f i r s t  tim e In  the  second p e rio d , the  canonic 
r e la t io n s h ip  among v o ices I s  au d ib ly  c le a r .  The th i r d  voice 
le a d s , followed by th e  dux, then  th e  fo u r th  and second v o ic e s , 
a t  the  d u ra tio n a l In te rv a l  o f an e ig h t b e a t. The f i r s t  note 
of every  e n try  Is  a q u a r te r  n o te ; the second note Is  e i th e r  
a q u a r te r  o r  an e ig h th  follow ed by a r e s t .  A ll o f the l a s t  dyads 
c o n s is t  o f e ig h th s . The rhythm ic p a t te r n  o f the  whole Is  such 
th a t  a note f a l l s  on every  e ig h th  b e a t o f th e se  two measures 
except the f i r s t  and l a s t ,  which a re  s i l e n t .
Two p a ir s  o f dyads a re  r e la te d  by p iv o ts  about a p i tc h  c la s s :  
F-F#, f l u t e ;  E-F, v io lo n c e llo ;  IVC#, trum pet, D-Eb, trombone.
The rem aining two p a irs  are  r e la te d  by palindrom e: A»G#, v io la ,
G#-A, second v io l in ;  B-C, f i r s t  v io l in ,  C-B, horn.
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The r e l a t io n s h ip  o f  the  l a s t  s e t  of te t r a c h o rd s ,  a lthough  not 
s t r e s s e d  in  t h e i r  r e a l i z a t i o n ,  i s  a l s o  in t e r e s t i n g .  That o f  the  
dux, belonging to  P 1, has the p i tc h  sequence of the re tro g rad e  of 
te t r a c h o rd  5, the  p i tc h  sequence of the l a s t  statem ent o f  the  
theme. The l a s t  te t ra c h o rd  o f the fo u r th  v o ice ,  belonging to  F 4 
i s  a u to m a tic a l ly  r e l a t e d  to  i t  by re tro g rad e  in v e rs io n  about the  
ax is  of i t s  l a s t  p i tc h  c l a s s ,  A, the f i r s t  p i t c h  c la s s  of the  work. 
The l a s t  t e t r a c h o rd s  o f  the  second and th i r d  v o ic e s ,  R 2 and F 9 
r e s p e c t iv e ly ,  a re  in v e r s io n a l ly  r e l a t e d  about the  a x is  o f  t h e i r  
f i r s t  p i tc h  c l a s s ,  D. The in v e rs io n a l  r e l a t io n s h ip  o f  the l a s t  
te t ra c h o rd s  o f  F 4 and R 2 about the  a x is  of t h e i r  l a s t  two p i tc h  
c la s s e s ,  B and C, l in k  a l l  fou r te t ra c h o rd s .




^ L e t te r  to  W il l i  Reich, May 3, 1941, c i te d  in  W alter Kolneder, 
Anton Webern: EinfUhrung in  Werk und S t i l  (Rodkirchen/Rhein:
P. J .  Tonger Musikverlag, 1961), p. 140.
2I b id .
3
A complete l i s t i n g  o f  row form sequences f o r  t h i s  work i s  given 
in  the  book le t  accompanying H einrich  Deppert, S tudien  zur KompositiAns- 
te ch n ik  im in s tru m en ta len  Spfltwerk Anton Weberns (Darm stadt: Tonos,
1962), p. v i i i .
4Path , pp. 26-27.
^Kolneder, p. 140.
6Ib id .
^Deppert, ib id .
8Path . p. 54.
9
C h o ra l i8 C onstdntinua . p. 194. An im portant d is c u s s io n  o f the  
rhythm ic s t r u c tu r e  of t h i s  work i s  p resen ted  by Webern, p. 197.
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APPENDIX D 
KLANGFARBE: SECOND CANTATA. OPUS 31
P re lim inary  Remarks:
This work i s  perhaps the  most programmatic of Webern's mature 
com positions. I t s  em otiona lly  in te n se  te x t  r e f l e c t s  the  d i f f i c u l t  
tim es which Webern faced during  World War I I .  He had l o s t  p u b l ic  
acceptance  in  Vienna as a conductor and composer, as  w e ll  as  most of 
h i s  co lleagues  and f r ie n d s .  He had seen  two pre-war Viennas v an ish ,  
and w ith  them the  popular acceptance o f  the  i n t e l l e c t u a l  id e a l s  of 
h i s  youth , and the a e s t h e t i c  id e a l s  o f  h i s  middle age. He was 
l i v in g  in  the  p r i v i t a t i o n  and danger o f  tw e n t ie th -c e n tu ry  war in  h i s  
old age. In  s p i t e  of these  c ircum stances , he kep t f a i t h  w ith  the  
P la to n ic  id e a l s  of lo g ic a l  form as means of transcend ing  the  mundane.
The use o f  v o ic in g  in  t h i s  work seems to  be l a r g e ly  m otivated  by 
t h i s  programmatic impulse, se rv ing  to  in t e n s i f y  the  meaning of the  
t e x t .  Voicing a lso  seems to  assume an independent s t r u c t u r a l  fu n c t io n ,  
and the  a n a ly s is  below i s  p r in c ip a l ly  concerned w ith  the  development 
and use o f  t h i s  fu n c t io n .  Since such an a n a ly s is  from score  n o ta t io n  
i s  n e c e s s a r i ly  somewhat c o n je c tu ra l ,  no p o r t io n  o f  the  d is c u s s io n  
below should be taken  as unarguable. With t h i s  thought in  mind, the 
q u a l i f i c a t i o n s  "seem s," " ap p e a rs ,"  and "might" a re  dropped fo r  the  
sake o f  b r e v i ty ,  a l though  t h e i r  use would o rd in a r i ly  be in d ic a ted  fo r  
each sta tem ent o f  the  d is c u s s io n .
325
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Only two o f the  s ix  movements a re  analyzed, the  t h i r d  and 
f i f t h .  Their v o ic in g  p a t te rn s  d iv e rg e ,  a lthough they  a re  bo th  
w r i t t e n  fo r  soprano so lo ,  chorus, and o rc h e s t ra .  The f i f t h  
movement was the  f i r s t  p a r t  of the Cantata to  be w r i t t e n ,  and 
th e  t h i r d  was the l a s t .  The f i f t h  i s  th e re fo re  d iscu ssed  before  
the  t h i r d ,  so th a t  Webern's development of com positional p ro ­
cedures can be shown in  sequence.
F i f t h  Movement
This movement con ta in s  four double ba rs  which sep a ra te  
s t r u c t u r a l  a re a s .  I f  the  second and th i r d  o f  th e se  a re a s  a re  
combined, the  movement can be said  to  be comprised of four s e c t io n s  
of approxim ately  equal d u ra t io n  and s t r u c t u r a l  w e ig h t : measures
1-16, 17-31, 32-45, and 46-60, w ith  a genera l  p a t t e r n  A-B-B-A fo r  
the la rg e  formal design . The middle two s e c t io n s  c o n t r a s t  w ith  
the  o u te r  s e c t io n s  in  many ways, and may be considered  somewhat 
developm ental. The fo u r th  sec t io n  s u f f i c i e n t l y  resem bles the  f i r s t  
the  f i r s t  to  be considered a r e c a p i tu l a t io n .  A l e t t e r  to  Hildegard 
Jone from Webern im plies  th a t  the  la rg e  form i s  an a rch ,  w ith  
measures 25-31 as the  s t r u c t u r a l  cen te r  of the w o rk .*
Throughout the  movement, the p a r t s  which p re s e n t  the  te x t  
c a r ry  th e  weight of the  s t ru c tu re  - -  in  the  f i r s t  and l a s t  
s e c t io n ,  the  ch o ir  and so lo  soprano in  an tiphona l r e l a t i o n s h ip ,  
and in  the  o th e r  s e c t io n s ,  the  solo soprano. The o th e r  p a r t s
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em b ell ish  t h i s  p r in c ip a l  l in e  o f the work, p rov id ing  c o n t r a s t s ,  
re in fo rcem en ts ,  v a r i a n t s ,  and o th e r  r e f l e c t i o n s  o f  i t s  c h a ra c te r ­
i s t i c s .  The e f f e c t  obtained i s  o f te n  th a t  of a s t r u c t u r a l  ha lo  
about the  p r in c ip a l  l in e .
The rhythmic p a t te rn s  and p i tc h  contour of the  p r in c ip a l  
l i n e  a re  kep t simple, and follow  the i n f l e c t i o n  o f the  te x t  as 
i t  would sound i f  spoken. The technique used resem bles th a t  
developed in  connection w ith  Sprechatimme. The tran sfo rm a l 
r e l a t io n s h ip s  which occur w ith  r e l a t i o n  to  the  p r in c ip a l  l in e  
appear to  be of secondary s t r u c tu r a l  importance.
The p r in c ip a l  l in e  always p re sen ts  row forms l i n e a r l y  in  
exac t sequence. Row forms appear s im ultaneously  in  the accompanying 
m a te r i a l ,  l e s s  e x a c t ly ,  as t r a n s p o s i t io n s  o f  the row form in  the 
p r in c ip a l  l i n e .  The r e s u l t in g  p i tc h  r e l a t io n s h ip s  a re  sometimes 
made ev id en t ,  but a re  u su a l ly  played down.
I f  c e r t a in  i r r e g u l a r i t i e s  of procedure a re  p e rm it te d ,  the  
row-form p lan  fo r  the  movement can be shown to  c o n s is t  of four 
im i ta t iv e  vo ices  whose t r a n s p o s i t io n a l  r e l a t i o n s h ip ,  0 2 5 6 or 
0 2 6 11, remains c o n s is te n t .  The p i tc h  s t r u c tu r e  then  resembles 
t h a t  of the  fo u r th  and s ix th  v a r i a t io n s  of opus 30, c i te d  above.
The row form i t s e l f  i s  sonorous, w ith  many in t e r v a l s  of a major 
t h i r d  and a p e r fe c t  fo u r th ,  which invoke near-harmonic consequences. 
These i r r e g u l a r i t i e s ,  and the  use o f  such a row form, may be 
d e l ib e r a t e  r e f l e c t i o n s  of Alban B erg 'a  f r e e  use o f s e r i a l  technique
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and h i s  p re ference  fo r  row forms of t h i s  type. The movement i t s e l f  
may be p a r t i a l l y  a memorial to  Berg, whose death  in  1936 was a 
g re a t  pe rsonal blow to  Webern.
P i tc h  in t r a v e rs io n s  w i th in  the  span o f  a measure occur w ith in  
row forms. P i tc h  c la s s e s  a re  rep ea ted ,  as a re  dyads, p a r t i c u l a r l y  
in  measures .51-2, c l a r i n e t  and so lo  f i r s t  v io l i n .  Row forms are  
in v a r ia b ly  overlapped, so f r e e ly  th a t  they  lo se  much of t h e i r  
d i s t i n c t i v e  id e n t i t y .  T ran sp o s i t io n a l  r e la t io n s h ip s  o f  simultaneous 
forms f a c i l i t a t e  such overlap .
In  measures 32-7, the p i tc h  sequence of row forms appear to  
be permuted, m ostly  by dyads. R 6 i s  presen ted  in  the  vocal l in e  
in  i t s  o rd in a ry  form, beginning w ith  measures 31. The o rd inary  
sequence and the  a c tu a l  form used fo r  the  o th e r  th re e  row-forms i s  
g iven below.
R 2: 2 1 0 4 3 7 11 6 10 9 5 8
B Bb A C# C E G# D# G F# D F
R 2 ' :  2 4 3 1 0 6 10 7 11 8 9 5
B C# C Bb A M  G E G# F F# D
(Actual form used)
R 5 ' :  5 7 6 4 3 9 2 11 1 10 0 8
D E Eb C# C F# B Ab Bb G A F
(R 2 ' transposed , a c tu a l  form used)
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R 6 ’ : 6  8 7 5 4 10 2 11 3 0 1 9
Eb F E D C# G B G# C A Bb F#
(R 2 ' transposed)
R 6": 6 8 7  5 10 4 3 2  11 0 1 9
Eb F E D G C# C B G# A Bb F#
(Actual form used)
The perm uta tion  rep resen ted  by R 2* su p p lie s  a l l  i n t e r v a l s  
m issing  from the o r ig in a l  row form. I t  a l s o  drops many o f the 
major th i r d  r e l a t io n s h ip s  which give the  o r ig in a l  rc*/ form much 
of i t s  f l e x i b i l i t y  and c h a ra c te r .
Although s t r u c tu r e s  dependent upon p i tc h - c la s s  r e l a t io n s h ip s  
among e n t r i e s  a re  p re v a le n t ,  p ro p e r t ie s  of timbre seem to  determine 
the  c o n f ig u ra t io n  o f  even ts .  A tendency toward l y r i c  im p ro v isa tio n  
s im i la r ly  o v e rr id e s  the s o r t  of p a t te rn in g  o f p i tc h  con tour, rhythm, 
a r t i c u la  t io n ,  and dynamics which pervades the  V a r ia t io n s ,  opus 30.
The o v e r a l l  s t r u c tu r e  of th e  movement seems to  be metamor- 
p h ic a l ly  r a th e r  than  t ra n s fo rm a lly  r e a l iz e d .  I t s  coherence r e s t s  
l a r g e ly  on programmatic co n ten t ,  made audib ly  c le a r  by d e l ib e r a t e  
s p e c i f i c a t i o n  o f every  m usical event, not only w ith  r e l a t i o n  to  
i t s  c o n tex t ,  bu t as  a th in g  in  i t s e l f .  The sequence of major 
t h i r d s  and the p e r f e c t  fo u r th  of the row form, a l l  in  the same 
d i r e c t i o n ,  seems to  invoke and d is so lv e  expected to n a l  fe e l in g s
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in  such a way th a t  every p i tc h  of the sequence becomes a to n a l  
p iv o t ,  assuming independent Importance. The p i tc h  s t r u c tu r e  o f  
the  p r e - tw e lv e - to n e - s e r i a l  song, "Fahr h i n , " opus 15, may 
a n t i c ip a t e  t h i s  techn ique .
In  any case , each event i s  provided w ith  i t s  own p ro p e r t ie s  
of so n o r i ty ,  in  which a c tu a l  p i tc h  content c o n tr ib u te s  to ,  and 
i s  secondary to  the  sound o f  the  whole. This s o r t  o f v o ic in g  may 
be Webern*8 g r e a te s t  c o n tr ib u t io n  to  the music composed during  
the f i r s t  two decades a f t e r  World War I I .
F i r s t  s e c t io n  (measures 1 - 1 0
The chorus appears only in  t h i s  s e c t io n  and the  l a s t .  Each 
p a r t  of the chorus i s  assigned an independent row form, and the 
four row forms a re  always t r a n s p o s i t io n a l ly  r e l a t e d  and unfolded 
s im ultaneously . A ll  p a r t s  s ing  the  same rhythm, e n te r in g  and 
f in i s h in g  to g e th e r ,  one no te  per s y l la b le  of the  t e x t .  The 
r e s u l t i n g  v e r t i c a l  aggregates  in v a r ia b ly  have the p i t c h - c la s s  
con ten t 0 11 8 6 f o r  b ass ,  te n o r ,  a l t o ,  and soprano r e s p e c t iv e ly .  
Some v a r i e t y  i s  obtained by change of r e g i s t r a t i o n ,  r e f l e c t i n g  
the  i n f l e c t i o n  o f  the t e x t .  These procedures enable the  chorus 
to  s ing  a c a p p e l la .  u s u a l ly  a hazardous ven tu re  in  s e r i a l  music, 
and r a r e l y  attem pted elsewhere in  the  Second C an ta ta .
The r e s u l t a n t  timbre o f  ch o ir  e n t r i e s  i s  r i c h  and dense, w ith  
a s t a t i c ,  somewhat ponderous rhythmic pace. The b r ig h t ,  f lu e n t ,
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l i n e a r  e n t r i e s  of so lo  soprano and so lo  Instrum ents  p rovide  an 
opposing pole o f  v o ic in g ,  em bellish ing  the  cho ra l e n t r i e s  In  a 
fa sh io n  resem bling the  techniques used In  mediaeval t ro p e s ,  In 
th e  In te r lu d e s  between those e n t r i e s .
V e r t ic a l  or n e a r ly  v e r t i c a l  aggregates  provide ano ther  realm 
o f v o ic in g . Three Ins trum en ta l  ch o irs  a re  used In  t h i s  s e c t io n :  
s t r i n g s ,  winds, and p itched  pe rcuss ion . A ll th re e  ch o irs  a re  
ass igned  a f o u r - p a r t  aggrega te , and the s t r in g s  a re  g iven  two.
These aggregates  a l s o  serve to  em bellish  the  s e t t i n g  of the  t e x t  
in  the  in te r lu d e s  between chora l e n t r i e s .
The end o f every  e n try  i s  o f te n  followed by a new e n t ry  in  
some o th e r  v o ic e ,  a s ix te e n th  beat behind i t s  l a s t  a t t a c k  of the  
p rev ious  e n t ry .  The f i r s t  e n t ry  begins on the  second s ix te e n th  
bea t o f  the  f i r s t  measure. The rhythm ic scheme i s  not c l e a r ly  
bound to  the  m e tr ic  p a t t e r n ,  bu t depends on the  i n t e r r e l a t i o n s h i p  
o f  the rhythms of v a r io u s  e n t r i e s  fo r  i t s  coherence.
P i t c h - c la s s  and r e g i s t e r  l in k s  among e n t r i e s  a l s o  tend to  
emphasize in terdependence of p a r t s .  The so lo  v i o l i n  e n t ry ,  
measures 4-5 , co n ta in s  th ree  p i tc h  c la s s e s ,  B, F#, Bb, w ith  i d e n t i ­
c a l  r e g i s t r a t i o n  as in  the preceding e n t ry ,  same p a r t ,  measure 3. 
The l a s t  note of the  so lo  v i o l i n  e n try ,  measure 5, Ab, i s  repeated  
w ith  almost i d e n t i c a l  v o ic ing  as the  l a s t  note of the  so lo  soprano 
e n t ry ,  measure 6, and a l s o  as the l a s t  note o f  the  e n t ry ,  same 
p a r t ,  measure 9, " Ich  b in  e s . "  The dyad, so lo  v i o l i n ,  measure 6,
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Bb-A, i s  a r e p e t i t i o n  of r e g i s t e r  and v o ic in g  of th ese  p i tc h  
c la s s e s  in  measure 3 and measure 5, same p a r t .
The v e r t i c a l  ag g reg a te s ,  winds, measure 5, and measure 6, 
s t r i n g s ,  co n ta in  a common p i tc h  c la s s  w ith  d u p l ic a te  r e g i s t r a t i o n ,
Eb, The f i r s t  note of the  bass e n t ry ,  measure 8, d u p l ic a te s  the  
p i tc h  c la s s  and r e g i s t e r  of th e  lowest note  of the  aggregate  in  
the  winds, F#. The l a s t  note  of the soprano e n t ry ,  same measure, 
i s  a l s o  F#, d u p l ic a t in g  th e  r e g i s t r a t i o n  given i t  in  the  s t r in g s  
ag g reg a te ,  measure 6.
The i n i t i a l  p i t c h  c la s s e s  of the d ia g o n a l ly  r e a l i z e d  aggregate , 
h a rp , so lo  soprano, and c e l e s t a ,  measure 9, a re  those  of the  f i r s t  
chorus e n try ,  measure 1. The g en era l  p i t c h  contour bu t not p i tc h -  
c la s s  con ten t o f  th e  fo llow ing  e n try ,  chorus, measure 10, i s  a 
v a r i a n t  o f  th a t  o f  the  f i r s t  chorus e n t ry  and perhaps marks the  
beginning of a second phrase in  t h i s  s e c t io n .  The Eb, f i r s t  note 
of next e n t ry ,  so lo  soprano, measure 12, has been a n t ic ip a te d  
in  measures 5-6, solo  soprano, and in  bo th  v e r t i c a l  aggregates  in  
those  measures. F#-Bb i s  v o iced , so lo  v i o l i n ,  measures 13-4, in  
the  same way as in  measures 3 and 5. The Eb-G dyad, c l a r i n e t ,  
measure 13, p re v io u s ly  occu rr in g  in  the v e r t i c a l  agg rega te , winds, 
measure 5, i s  promptly in v e r te d  about the  ax is  of i t s  lowest 
no te  in  the next v e r t i c a l  agg rega te , s t r i n g s ,  measure 14. The 
f i n a l  p i t c h  c la s s e s  of the  ch o ra l  e n t ry ,  measure 16, a re  the  
same as those  of the  f i r s t  no tes  of the  f i r s t  ch o ra l e n t ry ,  measure 1.
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The s t r u c tu r e  o f the  s e c t io n  c o n s i s t s  o f  four chora l e n t r i e s  
separa ted  by Instrum en ta l In te r lu d e s  of a l a r g e ly  l i n e a r  n a tu re .
The In te r lu d e s  c o n tra s t  w ith  the  somber, dense s o n o r i ty  of the 
ch o ra l  e n t r i e s  In t e s s i t u r a ,  t im bre, rhythm, a r t i c u l a t i o n ,  and 
many o th e r  r e s p e c ts .
The f i r s t  in te r lu d e ,  measures 3-7, c o n s i s t s  of a s in g le  
complex e n t i t y  formed by the su p e rp o s i t io n  of so lo  v i o l i n ,  solo  
v o ic e ,  and two v e r t i c a l  ag g reg a te s .  The so lo  voice  provides a 
l in k  in  so n o r i ty  to  the  sound of the  cho ra l e n t r i e s ,  but Is  h ig h e r ,  
more supple, and more v a r ie d  than  those  e n t r i e s  a re .  The 
ag g reg a te s ,  on the  o th e r  hand, p reserve  the  dense so n o r i ty  and 
s t a t i c  c h a ra c te r  of those  e n t r i e s ,  en livened  s l i g h t l y  by grace 
n o te s .  The so lo  f i r s t  v i o l i n  i s  even more supp le , v a r ie d ,  and 
b r ig h t  than  the  so lo  v o ice ,  and provides an a m p l i f ic a t io n  of the  
p o s s i b i l i t i e s  of so n o r i ty  and a r t i c u l a t i o n  which can be assigned 
to  the  human v o ice ,  framing the  voice  in  tim e, in  t e s s i t u r a ,  
in  rhythm, and p i tc h  contour. The v e r t i c a l  agg rega tes  fo llow  
the second and a n t i c ip a te  the  t h i r d  e n t ry  of th e  so lo  f i r s t  
v i o l i n ,  a t  an a rea  of change of row form. They a re  voiced in  a 
subdued fa sh io n , muted and in  r e l a t i v e l y  bland r e g i s t e r s  of the  
ins trum ents  re p re se n te d .  The change of timbre from winds, 
measure 5, to  low s t r i n g s ,  measure 6, to g e th e r  w ith  the  dynamic 
markings in d ic a te d ,  y ie ld s  a decrease  in  i n t e n s i t y  as w e ll  as 
a v a r i a t i o n  o f  s o n o r i ty .  Two e ig h th  and one s ix te e n th  b ea ts  of
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s i le n c e  sep a ra te  t h i s  in te r lu d e  from the  next chora l e n try .
The second In te r lu d e  c o n s is t s  o f  a s in g le  measure, a 
d iag o n a l ly  r e a l iz e d  aggregate  in  solo  v o ice ,  p itched  percuss ion , 
harp and c e le s t a ,  measure 9. The purpose of t h i s  aggregate  
seems to  be to  mark th e  wordd, " Ich  b in  e s , "  as Important by 
echoing them in  a s o f t ,  b r i l l i a n t  cloud o f  r i s i n g  n o te s .
The beginning note of each of the four e n t r i e s  i s  an over­
lap  of two row forms. The whole i s  so construc ted  th a t  the 
e n t r i e s ,  a t  po in t o f  o verlap , y ie ld  su cc e ss iv e ly  a p e r fe c t  fo u r th ,  
minor t h i r d ,  and major t h i r d .  This e f f e c t  i s  accomplished by 
v o ic e -c ro ss in g  of row forms, which i s  immediately r e c t i f i e d  in  
the next measure, ch o ra l  e n try .  Harp and c e le s ta  a re  not used 
elsewhere in  the s e c t io n ,  so t h e i r  use here  i s  p a r t i c u l a r l y  
s t r ik in g .
The th i r d  and l a s t  in te r lu d e  marks a r e tu r n  to  the  vo ic ing  
p a t t e r n  of the f i r s t  in te r lu d e .  I t  may be considered as two 
complex e n t i t i e s  of co n s id e rab ly  s h o r te r  d u ra t io n a l  span than the  
complex e n t i t y  of the  f i r s t  in te r lu d e .  The f i r s t  of these  
e n t i t i e s  p re se n ts  so lo  f i r s t  v i o l i n ,  so lo  v o ice ,  and so lo  c l a r in e t  
in  r a th e r  loose im i ta t io n .  The f i r s t  note  of each of these  
e n t r i e s  i s  an overlap  of two row forms, l ik e  the f i r s t  notes 
o f  the  e n t r i e s  o f  the  second in te r lu d e .  The com paratively  dark 
sound of c l a r i n e t  ( th r e e  out of f iv e  no tes  a re  in  the  chalameau 
r e g i s t e r )  towards the  end of- t h i s  complex e n t i t y  may mark a
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v a r i a n t  of the  sound of the  f i r s t  v e r t i c a l  agg rega te , winds, 
measure 5.
The second complex e n t i t y ,  then, c o n s is t in g  o f  so lo  f i r s t  
v i o l i n  and low s t r i n g s ,  would correspond to  th e  a rea  o f  the  f i r s t  
in te r lu d e  in  measure 6. Then, the  f i r s t  and th i r d  in te r lu d e  have 
s im i la r  v o ic ing  p a t t e r n s ,  and the whole of the f i r s t  s e c t io n  has 
an a rch  form w ith  r e l a t i o n  to  p a t te rn s  of s o n o r i ty .
The l a s t  chora l e n try  of the  s e c t io n ,  measures 15-6, i s  even 
d a rk e r  and denser than  the  f i r s t  chora l e n try ,  p rov id ing  a p o in t 
o f  d ep a r tu re  fo r  the  v a r ie d ,  changing v o ic ings  used in  the  middle 
s e c t io n s .
Second s e c t io n  (measures 17-31)
The elem ents of v o ic ing  presen ted  in  the  f i r s t  s e c t io n  a re
here  v a r ie d  and placed in to  new r e la t io n s h ip s .  Only one new
s o n o r i ty  i s  added - -  p icco lo ,  measures 25-7, which, s ince  i t  was
not used e a r l i e r ,  has a s t r i k in g ,  unexpected e f f e c t  analogous
to  the  e f f e c t  produced by p itched  percuss ion , measure 6. Both
of th ese  e f f e c t s  serve  to  mark as im portant c e r t a i n  phrases of
the  t e x t ;  h e re ,  the  p icco lo  emphasizes the  words s t r e s s e d  by
Webern in  h i s  l e t t e r  to  the  person who wrote them, Hildegard
Jone, "Because i t  died upon the c ro ss ,  w e ' l l  fo llow  on; in  a l l
2
b i t t e r n e s s  o f  t e a r s  our s igh ing  follows i t . "  " I t "  i s  taken to  be 
an o b j e c t i f i c a t i o n  of C hris t  as F reu n d se lig . the  love which i s  the
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u lt im a te  meaning of Webern's music, dying and t ra n s f ig u re d  on 
the  c ross  of th a t  which t r a n s l a t e s  i t  in to  h ig h e r  purpose.
The sharp inc rease  in  tempo and change o f  row technique 
b r in g  about a d i s t i n c t  break of te x tu re  between the f i r s t  and 
second s e c t io n s .  The accompanying m a te r ia l  i s  no t l i n e a r ,  but 
c o n s i s t s  of s in g le  events  whose v o ic in g  s i m i l a r i t i e s  and c o n tra s ts  
seem to  be t h e i r  major l inkage . P i t c h - c la s s  con ten t of aggregates  
i s  so sev e re ly  l im ited  th a t  i t s  change a lone i s  s u f f i c i e n t  to  show 
s t r u c t u r a l  d iv is io n s .  The row forms a re  so in te r la c e d  as  to  
become almost in d is t in g u is h a b le .
The double b a r ,  measure 24, s ep a ra te s  two phrases which may 
be sa id  to  comprise the  s e c t io n .  This double b a r  marks a change 
in  the  handling  of accompanying m a te r ia l .  In  the f i r s t  phrase , 
only t r i c h o rd s  of the normal form 0 1 4  a re  used. This normal 
form i s  contained in  the  normal form of the  aggregate  used fo r  
a l l  chora l e n t r i e s .  In the  second phrase , an extended v a r ia n t  of 
0 1 4, 0 1 5 9 i s  used. The agg rega te , low s t r i n g s ,  measure 24, 
l in k s  the  two l a t t e r  normal forms w ith  a p i t c h - c l a s s  content 
of 0 4 8; ano ther aggregate , same p a r t s ,  measure 31, summarizes 
the  two normal forms w ith  a p i t c h - c la s s  con ten t 0 1 4  5. The 
choice o f  p i tc h  content seems to  be m otivated by co n s id e ra t io n s  
o f  tim bre.
Up to  the  double b a r ,  the accompanying m a te r ia l  i s  l im ited  
to  v e r t i c a l  aggregates  on q u a r te r  b e a ts  o f  th e  measure, e s ta b l i s h in g
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th e  a c c e le ra te d  tempo and re g u la r  pu lse  beginning in  measure 17. 
A f te r  the double bar in  measure 25, su s ta in ed  notes  and melodic 
fragments a re  adm itted , w hile  the soprano so lo  continues  to  a ff i rm  
the  ongoing p u lse .
The soprano solo  c a r r i e s  the p r in c ip a l  l in e  throughout the 
s e c t io n ,  pausing b r i e f l y  only in  measures 27 and 31. This i s  one 
of the most supple vocal l in e s  th a t  Webern ever composed.
Measure 27, the word "nach ,"  i s  a p o in t  of r e s t  of n a tu ra l  and 
express ive  e f f e c t iv e n e s s .  The accompanying m a te r ia l  surrounds 
th i s  l in e  w ith  a frame o f  a r t i c u l a t i v e ,  supporting  s o n o r i ty ,  in  
a s o r t  o f  im i ta t io n  by v a r i a t i o n  and c o n t r a s t  r a r e l y  found in  
pre-Webernian music. R e g is te r  d u p l ic a t io n s  o f  p i tc h  c la s se s  
occurring  in  the  soprano so lo  i s  g e n e ra l ly  avoided.
The f i r s t  th re e  e n t r i e s  of accompanying m a te r ia l ,  measures 
17-8, exaggerate  th e  p i t c h  contour and vowel sounds of the  so lo  
l in e  and i t s  t e x t .  The f i r s t  th ree  e n t r i e s  o f  accompanying 
m a te r ia l  in  measures 21-2 serve  a s im i la r  fu n c tio n .  The m otiv ic  
fragm ents, measures 26-8, p icco lo  and low s t r i n g s ,  may derive  
from p o r t io n s  o f  the  so lo  l i n e ,  measures 24-6. The p o in t  of r e s t  
c i te d  above, measure 27, i s  given fu r th e r  s t a b i l i t y  by susta ined  
aggrega tes ,  measures 27-8, low s t r i n g s .  P i tc h  contour i s  again  
exaggerated , measure 29, and the  decrease  in  a c t i v i t y  of measures 
30-1 i s  accen tuated  by a sameness of v o ic in g  o f accompanying 
agg reg a te s ,  measure 31.
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Some c lo se -ran g e  r e g i s t e r  and p i t c h - c l a s s  d u p l ic a t io n  among 
e n t r i e s  may be symptomatic of s t r u c tu r a l  design . The dyad A-F, 
harp , measure 19, r e c u rs ,  second v i o l i n ,  measure 21, and aga in , 
harp , measure 23. A ll  v o ic in g  c h a r a c t e r i s t i c s  except dynamic 
le v e l  and d u ra t io n  o f  the  v e r t i c a l  agg rega te , winds, measure 18, 
re c u r  in  the  v e r t i c a l  aggregate , measure 21. The t r i c h o r d ,  
c e l e s t a ,  measure 18, i s  e x a c t ly  rep e a te d ,  measure 23. These 
correspondences may in d ic a te  a skewed palindrom ic  s t r u c tu r e  whose 
d i s t o r t i o n  i s  symptomatic of in c re a s in g  development in  the  f i r s t  
phrase of the  s e c t io n .
The f a l l i n g  dyad, D-F#, so lo  soprano, measure 27, i s  
a n t ic ip a te d ,  D, v io l a ,  measure 26, and D-F#, c l a r i n e t ,  measure 27. 
This d u p l ic a t io n  may be p a r t  of the  t o t a l  braking e f f e c t  in  
measure 27, p rep a r in g  fo r th e  s e t t i n g  of "nach ."  The same cause 
may be served by the  r e g i s t e r  d u p l ic a t io n s  C#, so lo  soprano, 
measure 28, and v i o l a ,  measure 27; a l so  E, so lo  soprano and 
v io lo n c e l lo ,  measure 28. The developmental pace i s  slower in  
measure 28 than  a t  th e  beginning  of the  passage o f  which i t  i s  a 
v a r i a n t ,  measure 25.
In  measure 31, a c a d e n t ia l  a rea  and hence one in  which 
s t a b i l i t y  i s  needed, exact p i t c h - c la s s  and r e g i s t e r  d u p l ic a t io n s  
occur: E, v io la  and c e l e s t a ;  Eb, harp and b e l l .  There i s  a l s o
some r e g i s t e r  d u p l ic a t io n  o f  p i tc h  c la s s e s  a t  the  i n t e r v a l  o f  a 
semitone: v i o l a ,  E-G#, harp , Eb-G; v io lo n c e l lo ,  B-C, harp  Bb-B,
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v io lo n c e l lo ,  C-C#. The f i r s t  two notes  o f  so lo  soprano, A-Ab, 
a re  a n t ic ip a te d  by c l a r i n e t ,  measure 30, and c e l e s t a ,  measure 31.
C o n tra s ts  o f  t e s s i t u r a  between the  so lo  l i n e  and accompanying 
m a te r ia l  o f te n  r e s u l t  from a "follow  through" by th e  l a t t e r  of 
the  p i t c h  d i r e c t io n  of the  former. Thus, th e  dyads, measure 19, 
s t r i n g s  a re  a co n t in u a t io n  in  p i tc h  d i r e c t i o n  of the f a l l i n g  
l i n e ,  so lo ,  measure 18. S im i la r i ly ,  the  aggregate  in  low s t r i n g s ,  
measure 24, end of f i r s t  ph rase , continues the  f a l l  o f  p i t c h  
d i r e c t io n  in  the  so lo  l i n e ,  measure 23, and the  p ic co lo  e n t ry ,  
measure 25 con tinues  the  r i s e  in  p i tc h  d i r e c t i o n  of th e  so lo  
l i n e ,  measure 24. Other c o n t ra s ts  of t e s s i t u r a  occur w i th in  
th e  accompanying m a te r ia l ,  and are  so c a lc u la te d  t h a t  the  so lo  
l in e  prov ides  a c e n te r  of balance between opposing e n t r i e s .
Such c o n t r a s t s  occur among the  q u a r te r -n o te  a g g re g a te s ,  measures 
21-3, the  m o tiv ic  fragm ents, measures 25-7, and a l l  accompanying 
e n t r i e s ,  measures 29-31.
Accompanying m a te r ia l  a l s o  adds depth  th e  s e t t i n s  o f  c e r t a in  
words by p rov id ing  a wider range of p i t c h  and tim bre about 
them, and by r e f l e c t i n g  the  sound of vowels and consonants w ith  
l ik e  s o n o r i t i e s .  Such embellishment occurs on the  word "W ort," 
measure 24; "K reuz,"  measure 26; " E rn s t ,"  measure 29. " B i t t e r n i s , "  
measure 30, i s  g iven  minimal support ,  perhaps because o f  i t s  
n eg a tiv e  conno ta t ion .
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The accompanying m a te r ia l ,  taken s e p a ra te ly ,  p rovides I t s  own 
realm  of s o n o r i t i e s ,  w ith  some Independent s t r u c t u r a l  p a t te rn s  
o f  v o ic in g .  Up to  the double bar a t  measure 24, a v o ic in g  sequence 
and i t s  v a r i a n t  emerges: c e le s ta - w in d s - h a rp - a t r in g s ; w in d s -c e le s ta -
w inds-harp-low  s t r in g s .  The aggregate  which co inc ides  w ith  " B i t t e r -  
n i s "  serves  as  the cen te r  of a vo ic ing  sequence which i s  an a rch :  
measures 27-31, c l a r in e t - c e l e s t a - h a r p ;  winds, s fo rzando ; c l a r i n e t -  
c e le s ta - h a r p .  A p a t t e r n  which does not q u i te  f i t  l i n e a r l y  w ith  
t h a t  a rch  appears s im ultaneously , measures 26-31; r i s i n g  s lu r -  
h a l f  note-whole n o te ;  f a l l i n g  s lu r - q u a r te r  n o te -d o t te d  h a l f  no te .
The dynamic le v e l  up to  the  double ba r  a t  the  end o f measure 
24 i s  m ostly  p ian issim o. Measures 25-7, the  s e t t i n g  of the 
p o r t io n  of the  te x t  a sso c ia ted  w ith  the  word "K reuz," have a con­
s id e r a b ly  h igher  in t e n s i t y  l e v e l .  The r e s t  o f  the s e c t io n  i s  
g e n e r a l ly  p ian issim o , w ith  the excep tion  of a passage a sso c ia te d  w ith  
the  echoing of the  m a te r ia l  of measures 25-7, a t  measures 29-30, 
a t  the  words "Ernst der B i t t e r n i s . "
The f i r s t  use of accompanying m a te r ia l  c o n s is t in g  o f  more 
than  a s in g le  n o te ,  p icco lo  in  con junction  w ith  low s t r i n g s ,  i s  
a s so c ia te d  w ith  "Kreuz," measures 25-7. The r i s i n g  major seven ths , 
low s t r i n g s ,  should produce an e f f e c t  of v o ic in g  equal in  s t r e n g th  
to  t h a t  of the  powerful sound of so lo , su s ta in ed  p ic co lo ,  f o r t e ,  in  
i t s  most com fortable range. This combination i s  r e f l e c t e d  w ith
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le s s  fo rce  a t  l e a s t  th ree  times In t h i s  s e c t io n :  measures 28-9,
so lo  v i o l i n ,  c l a r i n e t ,  and bass c l a r i n e t ;  measures 48-9, p icco lo  
so lo  v i o l i n ,  c l a r i n e t ,  and s t r i n g s ;  and measure 51, c l a r i n e t  and 
so lo  v i o l i n .  At each r e f l e c t i o n ,  the  t e x t  r e f e r s  back to  the  te x t  
of measures 25-7.
In  measures 28-9, the  solo  v i o l i n  re p e a ts  the  p ic co lo  e n t ry  
w ith  n ea r ly  i d e n t i c a l  r e g i s t r a t i o n  and id e n t i c a l  p i t c h - c la s s  
sequence. The sevenths a re  rep laced  by minor n in th s ,  voiced more 
lu s h ly  and re tro g rad e d ,  in  d im inution , us ing  a l l  non-so lo  s t r i n g s .
The fermata in  measure 31 prov ides  the  f i r s t  r e a l  break of 
tempo in  the  s e c t io n ,  and serves  as a p o in t  of s t r u c t u r a l  
a r t i c u l a t i o n .  The b e l l  e n t ry ,  same measure, i s  the only use o f  
th a t  instrum ent in  the  movement, and may mark the  p re c is e  cen te r  
of i t .  The p i t c h  c la s s  and r e g i s t e r  of t h i s  aud ib ly  s t r i k in g  
e n try  d u p l ic a te  th a t  of the  f i r s t  note o f  th e  s e t t i n g  of "Wort," 
one of the  key words of the  t e x t ,  measure 24, so lo  soprano. The 
d u p l ic a te  p i t c h  c l a s s ,  Eb, i s  an augmented fo u r th  from th e  p i tc h  
c la s s  which may be considered as the  to n ic  p i t c h  c la s s  of the 
movement, A, the  f i r s t  note  of the f i r s t  e n t ry  o f  the  soprano 
p a r t ,  measure 1.
Third s e c t io n  (measures 32-45)
The genera l s t r u c t u r a l  c o n f ig u ra t io n  o f  the  th i r d  s e c t io n  
s t ro n g ly  resembles th a t  of the  second s e c t io n .  The d i f f e re n c e s
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between th e se  s e c t io n s  seems to  be due to  programmatic co n ten t .
The second s e c t io n  d esc r ib es  how one follows the Word d e sp i te
"E rnst der  B i t t e r n i s , "  whereas the  th i rd  s e c t io n  d e sc r ib e s  
the  jo y  of r e c e iv in g  the  in s p i r a t i o n  of the  Word.
The p r in c ip a l  l in e  i s  ag a in  in  the  soprano so lo  p a r t ,  sup­
ported  by a frame of im i ta t iv e  and c o n tra s t in g  accompanying 
m a te r ia l .  Most of the  genera l remarks made above w ith  re s p e c t  
to  the  s t r u c tu r e  of th e  second s e c t io n  apply here a lso .
The v o ic in g  p a t t e r n  as a whole can be sa id  to  resemble th a t  
of the  second s e c t io n ,  w ith  some variance  and embellishment.
Some o f  the  small p a t te rn s  o f  v o ic in g ,  a r t i c u l a t i o n ,  and p i t c h
contour p re v io u s ly  e s ta b l ish e d  redur here . The tempo o f  the
previous s e c t io n  i s  m ain ta ined . Since i t  i s  w e ll  e s ta b l i s h e d ,  
the re  i s  l i t t l e  a ttem pt to  emphasize m etr ic  and rhythmic regu­
l a r i t y .  Measures 39-45 show some r e tu rn  to  the  in terdependent
rhythmic s t r u c tu r e  of the f i r s t  s ec t io n .
The perm uta tion  of row forms discussed above occurs only in  
accompanying m a te r ia l ,  measures 32-6. The perm utation does not 
seem to  change the  a c tu a l  sound of the accompanying m a te r ia l ,  
fo r  the  p rev ious  p i t c h - c la s s  co n ten t ,  normal form 0 1 4 ,  i s  aga in  
used fo r  t r i c h o r d s  he re . The perm utation only becomes necessary  
w ith  the  r e a l i z a t i o n  o f  m o tiv ic  fragments, measures 36-7, c l a r i n e t  
and s t r i n g s ,  which a re  a d e l ib e r a t e  v a r ia n t  of the  p ic c o lo - s t r in g s  
combination of measures 25-6 of the  second v a r i a t io n .
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The double bar between the second and th i r d  sec t io n s  Is  
flanked by a v o ic in g  p a t t e r n  and I t s  v a t i a n t .  In  measure 31, a 
motive c o n s is t in g  of the  l a s t  th re e  notes of the  soprano so lo  
p a r t  forms a small complex e n t i t y  w ith  the b e l l  sound, a t  a 
lower p i tc h  l e v e l ,  same measure. In measures 32-3, the  motive 
I s  rep ea ted  w ith  th e  same rhythm, transposed down a major f i f t h ,  
a t  a h igher  dynamic le v e l ,  so lo  v io l in .  The soprano e n try ,  
measure 33, has e x a c t ly  the same rhythmic re la t io n s h ip  to  the 
motive as the b e l l  sound did  to  the motive In  measure 31. How­
ever ,  here  the  Independent note Is  a t  a h igher p i t c h  le v e l  than 
th a t  o f  the  motive. The b e l l  sound provides a c a d e n t la l  e f f e c t  
In  I t s  c o n tex t ,  bu t the  soprano en try  In  measure 33 i s  the  f i r s t  
no te  of a phrase  in  the  p r in c ip a l  l in e .  Thus, c lo se ly  r e l a t e d  
v o ic in g  p a t te r n s  a re  ass igned  q u i te  d i f f e r e n t  s t r u c t u r a l  r o le s .
The v o ic in g  p a t t e r n  o f  the accompanying m a te r ia l ,  measures
34-5, may be a s im i la r  r e f l e c t i o n  of the  v o ic ing  p a t te r n  in  the 
s t r i n g s ,  measure 29. Both e n t i t i e s  c o n s is t  of th re e  consecutive  
q u a r te r  a t t a c k s ,  the  f i r s t  o f which i s ,  In  timbre and t e s s i t u r a ,  
c o n t r a s t  to  the  l a s t  two. In  any event, the sequence of th re e  
d u ra t io n a l ly  equal no tes  re c u rs  sev e ra l  times in  the th i rd  
s e c t io n ,  p a r t i c u l a r l y  in  a reas  which r e c a l l  measures 25-7. The 
aggregate  winds r e c a l l s  the  s im i la r ly  voiced measure 30.
The f i r s t  of these  a re a s ,  measures 36-7, p a r t i a l l y  p reserves  
the  p i tc h  sequence of measures 28-9, a l so  a v a r ia n t  of measures
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
344
25-7. The c l a r i n e t  e n try ,  measure 36, i s  taken  to  correspond to  
the  h ig h e r  p i tch ed , slower so lo  v i o l i n  e n t ry ,  measures 28-9. The 
v e r t i c a l  aggregates  in  s t r i n g s ,  measure 36, a re  an in v e rs io n  of 
those  of measure 29, w ith  the  second v i o l i n  p a r t  he ld  co n s ta n t .
The f i n a l  aggregate  in  th e  sequence, measure 37, has the  same 
o u te r  p i t c h  c la s s e s  and r e g i s t e r s  as those  of the  f i r s t  agg rega te , 
measure 29. ' The l in e a r  i n t e r v a l s  of major seventh  and minor th i r d  
which occur in  a l l  accompanying p a r t s ,  measures 36-7, a re  a l s o  
found in  the  so lo  soprano p a r t ,  same measures. The fo llow ing  
a g g reg a te s ,  measure 38, seem to  be a v a r i a n t  o f  the  so lo  v i o l i n -  
s t r in g s  p a t t e r n  of measure 28, occurring  ,in con junction  w ith  the  
complex e n t i t y  j u s t  d iscussed  in  th a t  a re a .  The rhythmic p a t t e r n  
of measure 38 i s  a re t ro g ra d e  o f the  one in  measure 28, th e re  i s  
a r e g i s t e r  in v e rs io n ,  and the  p i tc h  r e l a t io n s h ip s  are  changed.
The ag g reg a te ,  v io l a ,  measure 38, i s  transposed  down an augmented 
fo u r th  from i t s  le v e l  in  measure 28. The in te r v a l  o f  the two-note 
s lu r  i s  changed from a semitone to  a minor t h i r d .  In  measure 28, 
the  so lo  soprano l i n e  l i e s  below th i s  p a t t e r n ,  but in  measure 38, 
i t  l i e s  above.
The p a t t e r n  in  measure 38 which r e c a l l s  th a t  of measures 
25-7, i s  so v a r ie d  th a t  the m a te r ia l  i t  p re sen ts  seems almost new. 
This m a te r ia l  i s  immediately im ita ted  in  a manner which suggests  
development o f  the v e r t i c a l  aggregate  vo ic ing  p a t te r n s ,  measures 
17-24 and 33-34. ftie p a t t e r n  and i t s  development co incide  w ith  a
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f a l l i n g  l in e  down the  chromatic sca le  o f  p itch- c la s s e s  from F, 
soprano so lo ,  measure 39, to  F#, harp , measure 42. This l i v e l y  
a rea  i s  the loudest  of the  th i r d  s e c t io n ,  and s t r e s s e s  th e  words, 
"dann wenden w ir uns a l l e  s e l i g , "  o n e 's  r e a c t io n  to  the appearance 
of the  Word.
D isregard ing  the g race -n o te ,  so lo  v i o l i n ,  measure 39, th e  
p i t c h - c l a s s  con ten t of th e  agg rega tes ,  bass  c l a r i n e t  and solo  
v i o l i n ,  have the  normal form p rev io u s ly  id e n t i f i e d  w ith  v a r i a n t s  
o f  the  m a te r ia l  o f  measures 25-7: 0 1 4 .  The p i t c h  sequence,
so lo  v i o l i n ,  i s  a t r a n s p o s i t io n  up a p e r f e c t  f i f t h  from th a t  of
th e  c l a r i n e t  e n t ry ,  measure 36. However, the  p i t c h  sequence, 
bass  c l a r i n e t  e n t ry ,  measure 39, i s  a perm uta tion  of th a t  o f  the  
p rev ious  e n t ry ,  s t r i n g s ,  measures 36-7, and in c id e n ta l l y  a r e tu r n  
t o  the  o rder o f  the  o r ig in a l  row form. This e n t ry  then  marks a
d e f i n i t e  end to  the a rea  of permuted row forms.
The passage in  which the bass c l a r i n e t  e n t ry  i s  im ita te d ,  
measures 39-42, fo llows a vo ic ing  sequence c l a r in e t - v io lo n c e l l o -  
v io la -seco n d  v io l in - s o lo  v io l in - c e l e s t a - h a r p ,  which i s  a v a r i a n t  
o f  the  sequence c lo s in g  the a rea  encompassed by measures 25-7, 
c l a r in e t - s t r i n g s - c e l e s t a - h a r p - b a s s  c l a r i n e t - s o l o  v i o l i n .  Here, 
th e re  seems to  be a gradual l ig h te n in g  of timbre as the  sequence 
p ro g re s se s .  I f  the  solo soprano l in e  i s  included in  the  r e s u l t i n g  
complex e n t i ty , .  th a t  e n t i t y  has an a t ta c k  on every  e ig h th  b ea t 
o f  measures 40-2, except the  l a s t  beat of measure 41.
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
346
This passage resembles the  d iagonal aggregate  in  measure 9, 
so lo  soprano, c e le s t a ,  and harp , in  s e v e ra l  ways. Both e n t i t l e s  
a re  r e a c t io n s  to  the  immediately preceding  words of the  t e x t :
" I t  i s  I , "  measure 9; "we a l l  tu rn  to  i t  [ th e  Word] g la d ly ,"  
measures 39-41. The e f f e c t s  of so n o r i ty  and of r i s i n g ,  super­
imposed sh o r t  e n t r i e s  of these  two passages a re  a l s o  s im i la r .
The l a s t  complex e n t i t y  of accompanying m a te r ia l  i s  a con­
t in u a t io n  of the  im i ta t io n  i n  measures 39-42. I t s  v o ic in g  sequence 
may be a v a r i a n t  o f  t h a t  of measures 38-9, v io la -b a s s  c l a r i n e t -  
c l a r i n e t .  Here, these  th re e  instrum ents  each appear tw ice , forming 
two palindromes o f  v o ic in g :  v io la -b a s s  c l a r i n e t - v i o l a ; c l a r i n e t - v i o l a -
c l a r i n e t .  The motives im ita te d ,  l ik e  those  of measures 39-42, a re  
l inked  by metamorphic v a r i a t i o n  techn iques .
C lose-range p i t c h - c l a s s  and r e g i s t e r  d u p l ic a t io n s  among 
e n t r i e s  a re  aga in  c lues  to  s t r u c tu r a l  design . Such d u p l ic a t io n s  
occur much more f re q u e n t ly  in  the th i r d  s e c t io n  than  in  the  
h ig h ly  developmental second sec t io n .
The p i t c h  c la s s e s  C-C#, harp , measure 35, d u p l ic a te  the 
r e g i s t e r  of C-C#, v i o l i n ,  measure 33. D up lica te  E 's  occur th re e  
tim es in  rap id  success ion  in  the same r e g i s t e r ,  winds c e l e s t a ,  
and harp , measures 34-5.
The passage of measures 36-7 again  r e c a l l s  t h a t  o f  measures 
25-7, bu t the  f req u en t  p i t c h - c la s s  and r e g i s t e r  d u p l ic a t io n  which 
appear in  i t  may in d ic a te  a Blower pace of development. The
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p i t c h  c la s s  and r e g i s t e r  d u p l ic a t io n  which appear in  i t  may in d ic a te  
a slower pcce of development. The p i tc h  c la s s  C, c l a r i n e t ,  r e c u rs ,  
so lo  soprano, measure 37, a l so  bass c l a r i n e t ,  measure 39; Bb, second 
v i o l i n ,  measure 36, i s  a n t ic ip a te d ,  measure 34, so lo  soprano; aga in  
re p e a te d ,  so lo  v i o l i n ,  measure 40, and so lo  soprano, measure 41.
The so lo  soprano p a r t  in  measures 35-8 con ta in s  sev e ra l  p i tc h -  
c la s s  and r e g i s t e r  d u p l ic a t io n s  w ith  surrounding m a te r ia l .  The 
p i t c h  c la s s e s  C-B, c l a r i n e t ,  measures 36, re ap p ea r ,  solo  soprano, 
measures 37-8, w ith  the same p i tc h  con tour; the  in te rv en in g  
Eb i s  d u p l ic a ted ,  v io la ,  measures 37 and 38, and c l a r i n e t ,  
measure 39. The p i tc h  c la s se s  C#, and E, so lo  soprano, measures
35-6, re cu r  in  the same order and r e g i s t e r ,  same p a r t ,  measure 39, 
as the  head of a phrase . This r e g i s t r a t i o n  of th ese  p i tc h  c la s s e s  
re c u rs  o f te n  in  the  remainder of the  movement.
The passage beginning in  measure 39 seems to  be more r e l a t e d  
to  prev ious  p i tc h  events  than any preceding passage im i ta t in g  
measures 25? 7• The fo llow ing im i ta t io n ,  measures 39-42, con ta in s  
many p i tc h  aggregates  r e la te d  a t  the  semitone w ith  n ea r ly  d u p l ic a te  
r e g i s t r a t i o n .  The immediate p i t c h - c l a s s  and r e g i s t e r  d u p l ic a t io n ,  
C#, v io lo n c e l lo  and v io l a ,  measure 40, and Eb, so lo  v i o l i n ,  
measure 42, a re  the most obvious l in k s .  Although the passage p re ­
se n ts  new m a te r ia l ,  th e  approaching cadence a t  measure 45 does 
not perm it s t r i n g l y  c o n tra s t in g  v a r i a t i o n  technique  he re .
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The c lo s in g  measures of the s e c t io n  a l s o  show s ig n i f i c a n t  
d u p l ic a t io n  o f  p i tc h  c la s s  and r e g i s t e r .  The f i r s t  two notes of 
the  l a s t  ph rase , C#-F, so lo  soprano, a re  d u p l ic a t io n s  of the  f i r s t  
two notes  the  preceding p ra se ,  same p a r t ,  measure 39. The C# 
a lso  d u p l ic a te s  the  r e g i s t r a t i o n  of th e  l u s t  note  of the  next 
chordal e n t ry ,  soprano p a r t ,  measure 47, as w e ll  as the  f i r s t  
note  of th e  second s e c t io n ,  measure 17. The l a s t  note of the  l a s t  
phrase of the th i r d  s e c t io n ,  in  solo soprano, measure 44, has 
th e  same p i tc h  c la s s  and r e g i s t r a t i o n  as the  b e l l  sound c lo s in g  
the  second s e c t io n ,  measure 31. The f i r s t  note of the accompanying 
im i ta t iv e  m a te r ia l ,  v i o l a ,  measure 44, i s  a r e p e t i t i o n  of the  
preceding n o te ,  same p a r t ,  measure 41. The a sso c ia ted  dyad,
B-F#, v io l a ,  i s  c lo s e ly  im ita te d  by Bb-F, bass  c l a r i n e t ,  a lso  
measure 44, and th e  Bb i s  immediately rep e a te d ,  same measure, 
v io la ,  followed by A, measure 45, immediately rep ea ted ,  same 
measure, bass  c l a r i n e t .
Fourth s e c t io n  (measures 46-60)
The tempo, techn iques , t im bres , and genera l formal design  
of the  f i r s t  s e c t io n  a re  r e c a p i tu la te d  here . There are  f ive  
chora l e n t r i e s  in s tead  o f fo u r ,  so t h a t  th e re  a re  four i n t e r ­
ludes of so lo  passages . This s e c t io n  shows a g r e a te r  degree 
of in te r r e la te d n e s s  of m usical events  than  the f i r s t  sec t io n  does.
0
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Four so lo  p a r t s  appear in  the  f i r s t  In te r lu d e .  Each succeeding 
In te r lu d e  has sh o r te r  and le s s  f l o r i d  so lo  p a r t s  than the  preceding 
ones. The timbre of In te r lu d e s  a l so  p ro g re s s iv e ly  l ig h te n s  as the 
t e x t  d e sc r ib e s  the e f f e c t  of lo s in g  all-encom passing love. The 
movement ends w ith  a r a th e r  c h i l l i n g  use of harp and c e le s t a ,  
markings of p ian issim o and morendo, and a f i n a l  chora l e n t ry  whose 
p i tc h  contour seems s c a rc e ly  to  vary .
The f i r s t  chordal e n try  of the s e c t io n ,  l ik e  the  f i r s t  e n try  
of the  work begins on the  second s ix te e n th  beat of the  measure.
I t s  dynamic le v e l  i s  lower, however, and i t  i s  more c lo se ly  voiced . 
Although the p i tc h  contour o f  the soprano p a r t  i s  i d e n t i c a l  in  
both e n t r i e s  fo r  the  f i r s t  measure, here  the a c tu a l  p i tc h  le v e l  
i s  a major seventh lower than  p rev io u s ly .  The words of the  te x t  
a re  the  same fo r  both  e n t r i e s .  The e n t ry  of the f i r s t  s e c t io n  i s  
a proclam ation, and the  e n t ry  o f  the f o r th  s e c t io n  i s  a m ed ita t iv e  
r e p e t i t i o n ,  a springboard  fo r  the s e t t i n g  of the  in ten se  te x t  
which follows i t .
The in te r lu d e s  seem to  be m usical and te x tu a l  r e a c t io n s  to  
the  immediately p reced ing  chora l e n t r i e s .  S im i la r i ly ,  the 
in s trum en ta l  so los  w i th in  the  in te r lu d e s  seem to  be r e a c t io n s  to  
the  te x t  and c o n f ig u ra t io n  soprano so lo  beginning each in te r lu d e .  
This s o r t  of r e a c t io n  i s  metamorphic r a th e r  than tran s fo rm a l,  
p sycholog ica l r a th e r  than  r e s u l t i n g  from precomposed design . The 
e f f e c t  o f  i t s  use i s  an in te n s i fy in g  of an a lread y  emotional t e x t ,
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giv ing  t h i s  s e c t io n  an impact o f  f e e l in g  r a r e  in  any o f  Webern's 
work.
Several v o ic ing  p a t te r n s  in  the in te r lu d e s  r e c a l l  p revious 
v o ic ing  p a t te rn s .  The con junction  of p icco lo ,  solo  v i o l i n ,  
c l a r i n e t ,  and low s t r i n g s ,  f i r s t  in te r lu d e ,  measures 48-9, i s  
a d u ra t io n a l  c o n tra c t io n  o f  the s im i la r  con junction  in  measures 
25-7. A fu r th e r  c o n tra c t io n  of th a t  p a t te r n  appears ,  second 
in te r lu d e ,  measure 51, low s t r i n g s ,  c l a r i n e t ,  and so lo  v i o l i n ,  
which seems to  be the  l a s t  c le a r  appearance of the  "Kreuz" 
m a te r ia l  which dominates the second and th i r d  s e c t io n s .
The v o ic in g  p a t t e r n ,  second in te r lu d e ,  measure 51, can a lso  
be shown to  resemble th a t  of th e  th i r d  in te r lu d e  of the f i r s t  
s e c t io n ,  measures 12-3, and th a t  of measures 40-2, one of the  
v a r ia n ts  of measures 25-7. The v o ic ing  p a t te r n  o f  the  th i r d  
in te r lu d e ,  measures 53-4, r e f l e c t s  a negative  word, " F e in d s e l ig k e i t , " 
and i s  r e la te d  to  the s e t t i n g  o f  " B i t t e r n i s , "  measure 30, a lso  
accompanied by a sforzando b rass  aggrega te , a r a th e r  s t in g in g  
e f f e c t .  The vo ic ing  p a t t e r n  of the  fo u r th  in te r lu d e ,  measures 
.56-8, may be a r e f l e c t i o n  of th a t  of measures 39-42, but i s  more 
probably  a r e s u l t  of the  immediate demands of the t e x t .
The p i tc h  c la s s e s  Eb and A seem to  have the e f f e c t  of a 
to n ic  in  t h i s  s e c t io n .  There i s  a tendency to  voice  c e r t a in  
p i tc h  c la s s e s ,  p a r t i c u l a r l y  Eb, F#, F, D, and C#, in  r e p e t i t i v e  
ways, sometimes in  ways which r e c a l l  even ts  in  o the r s e c t io n s .
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Some c lo se -ran g e  In v e rs io n  about a s e le c ted  p i tc h  c la s s  I s  used: 
measure 54, about G, harp and c e le s ta ;  measure 57, A, c e le s ta ;  
measure 58, D, c e le s ta .  C e rta in  m o tiv lc  fragm ents a re  a s so c ia te d  
w ith  p itc h  c la s s e s . For example, the f a l l i n g  dyad from A in  a 
h igh  r e g i s t e r  i s  used o f te n :  so lo  v io l in ,  measure 48 and 49;
p ic c o lo , measure 49; so lo  soprano, measure 50; c l a r in e t ,  measure 
50, w ith  a l a s t  weak occu rren ce , measure 57, so lo  v io l in .  Such 
dyads a re  in v e r te d , measure 50, so lo  v io l in ;  measure 57, c e le s ta .
A i s ,  o f co u rse , the  f i r s t  p i tc h  c la s s  of the o r ig in a l  row form 
of the e n t i r e  work, and th e  f i r s t  no te o f the  soprano p a r t o f 
the  f i r s t  e n try  o f the  movement.
R eg is te r  d u p lic a tio n  o f p i tc h  c la s s e s  i s  p re v a le n t, se rv in g  
to  l in k  neighboring  e n t r i e s .  One of the most obvious d u p lic a tio n s  
serves to  extend the  f i r s t  ch o ra l e n try  in to  the  soprano so lo  
e n try , C#, measure 46. In  measure 49, the  d u p lic a te  r e g i s t r a t i o n  
o f A and G#, p icco lo  and so lo  v io l in ,  may in d ic a te  th a t  the  
l a t t e r  i s  a metamorphic v a r ia n t  of the  form er. Then the  c la r in e t  
e n try , same m easure, may be considered  a transposed  metamorphic 
v a r ia n t  of the  same p a t te r n .  A s im ila r  d u p lic a tio n  im plfes the  
same re la t io n s h ip  between c la r in e t  and so lo  soprano, measure 51. 
The G# is  d u p lic a ted  in  th e  next chora l e n try , measure 50, as i t s  
f i r s t  n o te , soprano p a r t ,  and measure 51, so lo  soprano.
R e g is te r  d u p lic a t io n  l in k s  the  soprano e n t r ie s  in  m easures 
47-9 and measure 51; C#, C. E, and F a re  the same in  bo th . The C#
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r e g i s t r a t i o n  a lso  ap p ears , so lo  soprano, measure 53 and 56. In 
th e  e n try  of measures 56-7, seven out of te n  p i tc h  c la s s e s  a re  
d u p lic a te  r e g i s t r a t io n s  o f p rev ious ones in  the  soprano p a r t  in  
t h i s  s e c tio n . The r e g i s t r a t io n  of the  f i r s t  th re e  p i tc h  c la s s e s  
of th e  f i r s t  so lo  spprano e n try  of the movement, F#, C#, F, re c u r  
permuted in  th e  e n try , m easures 46-7 , and re tro g ra d e d , measure 56.
The l a s t  note o f  the  a l to  p a r t ,  measure 50, Eb, i s  d u p lic a te d  
v io la ,  measure 51. Eb re c u rs  an octave h ig h e r, v io l i n ,  measure 52 
trum pet, measure 53, re c u rr in g  as the l a s t  no te  of th e  ten o r p a r t ,  
fo u r th  ch o ra l e n try , measure 54, and l a s t  no te o f the  a l t o  p a r t ,  
measure 60. This Eb i s  a ls o  the  l a s t  n o te , so lo  soprano e n try , 
measure 49, and the h ig h e s t note of the l a s t  occurrence o f a c ­
companying m a te r ia l ,  h a rp , measure 58. The s t r u c tu r a l  Im portance 
of Eb has been noted above w ith  r e la t io n  to  th e  b e l l  e n try , 
measure 31. At a l l  tim es in  t h i s  movement, two row forms r e la te d  
a t  the  augmented fo u r th  are  sim ultaneously  unfo lded , and th e  Eb-A 
in v o ca tio n s  here may be an a l lu s io n  to  th a t  s t r u c tu r a l  d esig n .
Minor even ts  in  th e  accompanying m a te r ia l a re  linked  by 
d u p lic a te  F#: measure 51, l a s t  note of c la r in e t  e n try ;  measure 53
f i r s t  no te  o f next c l a r in e t  e n try ; and measure 57, l a s t  no te o f 
l a s t  so lo  v io l in  e n try . The F# r e g i s t r a t io n  i s  the same as th a t  
noted above, so lo  soprano.
T his F# i s  a s so c ia te d  w ith  a d u p lic a te  Bb, c l a r in e t ,  measure 
51, and c e le s ta ,  measure 54. This Bb is  the  f i r s t  no te  o f the
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soprano p a r t  o f the  fo u r th  cho ra l e n try , measure 54; th e  la ftt no te 
o f the  l a s t  e n try  of low s t r in g s ,  v io la  p a r t ,  measure 56; re c u rs  
tw ice , h a rp , m easures 57-8; and Is  In  th e  l a s t  occurrence of ac ­
companying m a te r ia l ,  c e le s ta ,  measure 58.- The lower no te  o f the 
l a s t  no te  o f th e  l a s t  e n try  of low s t r in g s ,  v io la  p a r t ,  B, I s  a 
d u p lic a te  o f the  l a s t  no te of th e  a l to  p a r t ,  measure 55, fo u r th  
c h o ra l e n try , and th e  f i r s t  note o f the  l a s t  te n o r  e n try , measure 
59.
The l a s t  no te of the l a s t  so lo  v io l in  e n try , G, Is  a r e g i s t e r  
d u p lic a t io n  of the l a s t  no te o f the bass p a r t ,  measure 60.
A occurs in  d u p lic a te  r e g i s t r a t io n ,  measure 57, so lo  v io l in  
and c e le s ta .  G#-A, same m easure, appear, c e le s ta  and so lo  soprano, 
accompanied in  each case w ith  a p itc h  c la s s  which makes the 
r e s u l t in g  tr ic h o rd s  ln v e rs io n a lly  r e la te d .  Bb, B, and C occur in  
d u p lic a te  r e g i s t r a t io n s ,  m easures 57-8, in  accompanying p a r ts .
The f i r s t  and f in a l  no tes  of the  l a s t  ch o ra l e n try , soprano 
p a r t ,  m easures 59-60, F# and C#, a re  g iven  the  r e g i s t r a t i o n  which 
th ey  have cu sto m arily  had in  the so lo  soprano p a r t  In  t h i s  s e c tio n . 
The F# i s  d u p lic a te d , so lo  v io l in ,  measure 57; and th e  C#, c e le s ta ,  
measure 58.
R e g is te r  d u p lic a tio n  o f p itc h  c la s s e s , th e n , in c re a se s  as the  
in te n s i ty  o f the  s e c tio n  su b sid es . T ransform al v a r ia t io n  a lso  
g ra d u a lly  tak es  precedence over metamorphic v a r ia t io n ,  and p rev ious 
p a t te rn s  o f v o ic in g  and p itc h  contour a re  phased out as the  s e c tio n
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p ro g re sse s . Solo l in e s  a re  v e r t l c a l iz e d .  A ll o f th eae  fa c to r s  are  
symptomatic o f approach o f c a d e n tla l m a te r ia l  In  W ebern's la te  s ty le .  
In s te ad  o f a d e l ib e ra te  re tu rn  to  to n ic -a s s o c ia te d  p a tte rn s  o f 
r e la t io n s h ip s ,  such as those found in  the  V a ria tio n s , opus 30, 
c e s s a tio n  o f developm ental a c t i v i t y  s u f f ic e s  here  to  brake th e  flow 
o f the  movement.




This movement Is  a ls o  a fo u r-v o ice  canon o f row form s, so 
s t r i c t  th a t  even o v erlaps o f row forms a re  alm ost always Id e n t i ­
c a l In  a l l  canonic v o ic e s . The order on e n tr ie s  o f canonic 
v o ices  I s  n e a r ly  always c o n s ta n t. As In  the fo u rth  v a r ia t io n  
o f opus 30, the  dux i s  m etam orphically  and tra n s fo rm s lly  Imi­
ta te d  by th e  o th e r v o ic e s .
The canonic v o ices  jump f r e e ly  among in s tru m en ta l p a r t s ,  
as in  W ebern's o rc h e s tr a t io n  o f the "R icecare" from B ach 's M usical 
O ffe rin g , in  which s in g le  m e lo d ica lly  conceived l in e s  a re  so 
voiced th a t  t h e i r  in f le c t io n  i s  enhanced by the tim bre , r e g i s t r a t io n ,  
a r t i c u la t io n ,  and o th e r p ro p e r tie s  f r e e ly  asigned to  each fragm ent.
The te x t  appears to  determ ine the  in f le c t io n  of the  v o ic e , and th i s  
in f l e c t io n  i s  in  tu rn  am p lified  by the above techn ique. As in  the  
f i f t h  movement, c e r ta in  words rece iv e  sp e c ia l tre a tm e n t, so th a t  
th e i r  meanings as w e ll as a c tu a l  sounds a re  emphasized.
Three s e c tio n s  o f  the movement c o n s is t  o f im ita tiv e  ch o ra l 
passages, w ith  two in te r lu d e s  of soprano so lo  w ith  accompanying 
m a te r ia l .  In  the  ch o ra l passages, every vocal p a r t i s  doubled 
in  some in s tru m en ta l com bination which co lo rs  i t  and ex tends i t s  
c h a r a c te r i s t i c s ,  as w e ll as prov id ing  s e c u r i ty  of in to n a tio n .
The one ex cep tio n  to  t h i s  doubling  i s  in  m easures 12-3, f i r s t  
soprano and a l t o ,  where th e  words "des Klangs" a re  a c a p p e lla .
There a re  th re e  cho ra l p a r t s ,  each assigned  to  a row form. In
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the  th i r d  and f i f t h  s e c tio n s , soprano so lo  and f i r s t  soprano 
a l t e r n a t e .  The fo u r th  row form appears independently  in  the  
accompanying p a r t s ,  em bellish ing  and balanc ing  the  o th e r  th re e .
The soprano so lo  i s  never doubled. In  the  in te r lu d e s ,  i t  i s  
accompanied in  a manner s im ila r  to  th a t  found in  th e  second and 
th i r d  se c tio n s  o f the f i f t h  movement.
The row forms used sim ultaneously  in v a r ia b ly  have the  t r a n s ­
p o s i t io n a l  r e la t io n s h ip  in  o rd er of e n try , 0 6 9 3. This r e l a t i o n ­
sh ip  can be c l a r i f i e d  as fo llo w s :
P 0: 0 9 1 2 10 3 11 7 8 4 5 6
P 3: 3 0 4 5 1 6 2 10 11 7 8 9
P 6: 6 3 7 8 4 9 5 1 2 10 11 0
P 9: 9 6 10 11 7 0 8 4 5 1 2 3
The f i r s t  two p i tc h  c la s se s  o f a l l  fou r row forms y ie ld  the  
m inor th i r d  cycle  0 3 6 9. The l a s t  th re e  p itc h  c la s s e s  y ie ld  the  
e n t i r e  chrom atic  s c a le .  The dyads 1-2 , 4 -5 , 7 -8 , 10-11 each occur 
th r i c e ,  and the  dyads 2-10, 5-1, 8-4 , 11-7 occur tw ice . T richords 
11-7-8 , 2-10-11, 5 -1 -2 , and 8-4-5 occur tw ice. The m ajor th i r d  
cycle  which each row form con ta in s i s  no t d u p lica ted  in  f u l l  in  
o th e r form s: P 0 co n ta in s  3-11-7; P 3, 6-2-10; P 6, 9 -5 -1 ;
P 9, 0 -8 -4 . P a r t i a l  d u p lic a tio n s  do appear, Pn • P n + 6 j - f o r  
example, P 0 , 3 -1 1 -7 ; P 6, 3-7. The usual o v erlaps a re  o f two 
p i tc h  c la s s e s ,  u sing  R n : I n + 9 : R n +  10, which p rov ides fo r  
numerous d u p lic a tio n  o f dyads. As u su a l, Webern e x p lo its  or
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
357
d is re g a rd s  th ese  p o te n t ia l  correspondences as i t  s u i t s  h is  la rg e r  
com positional purposes.
The movement i s  c h a rac te riz ed  by a l iv e ly ,  re g u la r  m e tric  
p a t te rn  a l te r n a t in g  between 6 /8  and 3 /8 . This p a t te r n  i s  d is ru p te d  
only  in  the f i r s t  in te r lu d e ,  and then only  to  s h i f t  the  p a t te rn  
of accented  b e a ts  in  the  so lo  soprano p a r t .  The rhythm ic and p itc h  
contour p a tte rn s  support the  m etric  p a tte rn  o f s t r e s s e s .  B rie f  
r i t a r d s  appear a t  ends of se c tio n s  or in te r lu d e s .
The g en era l im pression which should be provided by the 
perform ance of t h i s  movement i s  th a t  of alm ost unbounded jo y :
"Love s h a l l  r in g  l ik e  a s to rm -b e ll. '" (m easures 29-31). The 
tra n sc e n d e n ta l love which i s  the  su b jec t o f the  e n t i r e  C antata 
r in g s  in  t h i s  movement l ik e  a peal of b e l l s  — perhaps l ik e  the  
changes t r a d i t i o n a l ly  rung in  England.
F i r s t  s e c tio n  (m easures 1-12)
The ch o ra l p a r ts ,  f i r s t  soprano, second soprano, and a l to ,  
appear in  alm ost ex ac t rhythm ic and a r t i c u la t iv e  canon, the  only 
v a g a r ie s  o ccu rrin g  in  the  f i r s t  soprano p a r t .  The p i tc h  contour 
p a tte rn s  f a l l  in to  sm all u n its  and a re  u s u a lly  id e n t ic a l  or 
ex ac t in v e rs io n s , w ith  a tendency to  l im it  m ajor changes of 
d i r e c t io n  to  the p r in c ip a l  b e a ts  of the  m easure. The fo u r th , 
accompanying im ita t iv e  v o ice  con ta in s only is o la te d  m otives co r­
responding to  those found in  th e  o th e r th re e  v o ic e s .
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The f i r s t  and l a s t  of th e  i n i t i a l  cho ra l e n tr ie s  a re  h e a v ily  
accented by d oub ling : second soprano, harp , muted trum pet; f i r s t  
soprano, oboe, muted trum pet, c e le s ta .  The f i r s t  two n o tes o f 
th e  accompanying v o ice  occur, horn , and the next two n o te s  o f 
th a t  p a r t  c o n s t i tu te  the  only  doubling of the a l t o  e n try .
In  the  f i r s t  m easures, th e re  i s  a tendency fo r  p itc h  
d ir e c t io n  to  be d u p lic a ted  among p a r ts .  Thus, in  th e  second 
m easure, an upward p i tc h  d i r e c t io n  i s  found in  a l l  p a r t s ,  
accented  on the l a s t  b ea t by the appearance o f the h ig h e s t p i tc h  
y e t encountered , 6 , f i r s t  v io l in .  This upward swing i s  Im m ediately 
counterbalanced  by a downward tren d  in  the  f i r s t  h a l f  of the  next 
m easure. S im ila r a l te r n a t in g  swings o f p i tc h  d i r e c t io n  p re v a il  
throughout most o f the ch o ra l s e c tio n s , sometimes sev e ra l a t  once 
in  c o n tra ry , s im ila r ,  o r independent m otion, adding to  th e  a u ra l  
im pression  of p e a lin g  b e l l s .
The trombone and trum pet g e n e ra lly  appear in  co n ju n c tio n  w ith  
a s tre s s e d  word o f the  t e x t :  "SchBpfen," measures 1 and 3;
"W orts,: measures 5 -7 ; "LHuten," whose s t r u c tu r a l  im portance i s  
s im ila r  to  th a t  of "Kreuz" i s  accompanied by much joyous p e a l-  
l ik e  m otives in  measure 8; "des K lan g s,"  measure 11, the c lim a tic  
and concluding p a r t  o f the s e c tio n .
The s t r in g s  appear in  every  measure of the  s e c tio n , re in fo rc in g  
the  cho ra l l in e  and sometimes ca rry in g  the accompanying v o ic e , as 
in  measures 1-2 and 8 -9 , f i r s t  v io l in ,  and measure 10, p iz z ic a to
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v io la  and v io lo n c e llo . The s t r in g  p a r ts  a re  p iz z ic a to  a t  "des 
K la n g s ,"  measure 11, so th a t  the  tim bres o f p itch ed  p e rc u ss io n , 
trum pet, saxophone, and c la r in e t  predom inate.
A com paratively  dark , r ic h  tim bre p re v a ils  th rough  raeasuren 
1 -7 , excep t fo r  b r i e f  appearances o f c e le s ta ,  f i r s t  v io l in  in  a 
h ig h  r e g i s t e r ,  and f l u t e .  The re a c tio n  to  "L& uten," m easures 
7 -8 , c o n s is ts  o f a b rig h ten in g  of g en era l s o n o r ity  as w e ll as in ­
c reased  rhythm ic and p i tc h  contour movement. M easures 9-10 
accom plish  a l ig h te n in g  of the  so n o rity  w ithou t s a c r i f i c in g  
b r i l l i a n c e  w ith  the w eight of the  in s tru m en ta l sound in  h igh
woodwinds. The v o ic in g  in  measure 11, "des K lan g s,"  produces
a n a tu ra l  in c re a se  in  in te n s i ty  w hile m ain ta in in g  th e  p rev ious 
le v e l  of b r ig h t  sound. An am biguity o f th e  s p e c if ic a t io n s
fo r  mute in  the  b ra ss  p a r ts  might admit the p o s s i b i l i t y  th a t  the
trum pet e n try  in  measure 11 i s  in tended  to  be played open, and 
an open trum pet would sound w e ll h e re .
The doub ling  o f the chora l p a r ts  through the  s e c t io n  g ives 
them h ig h ly  in d iv id u a l s o n o r i t ie s .  The f i r s t  soprano p a r t  i s  
doubled in  g e n e ra lly  h ig h , b r ig h t in s tru m en ts : c e le s ta -se c o n d
v io l in - o b o e - c la r in e t ,  producing a momentary d arken ing , v io lo n -  
c e l l o - f l u t e - c l a r l n e t .  The second soprano p a r t  i s  a t  f i r s t  a s ­
so c ia te d  w ith  the accompanying, middle p a r ts  o f  th e  o rc h e s tr a :  
v io la  and saxophone, ga in ing  fo rce  a t  measure 8, oboe, then  
trum pet and p itc h  p e rcu ss io n . The a l to  p a r t  i s  doubled in  r ic h ,
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d ark , r e l a t iv e ly  low in s tru m en ts : h o rn -E n g llsh  horn-trom bone,
b r ig h te n in g  a t  "LSuten" w ith  the  second v io lin -tro m b o n e -E n g lish  
horn , saxophone in  a low r e g i s t e r .  The words "des K langs" a re  
unsupported in  bo th  a l to  and f i r s t  soprano, so th a t  th e se  v o ices  
alm ost seem to  take f l i g h t  from the momentum produced from the  
s e c t io n  as a whole to  provide the  p o in t from which the  second 
s e c tio n  can begin .
Second s e c tio n  (m easures 13-28)
The so lo  soprano p a r t  con tin u es  the  s e t t in g  o f the t e x t ,  
ta k in g  over from the  chora l p a r ts  in  much th e  same manner as  in  
th e  beginning  of the  second s e c t io n  o f the  f i f t h  movement. The 
f i r s t  no te of i t s  i n i t i a l  e n try  o v e rlap s  th e  l a s t  no te  o f th e  p re ­
ceding ch o ra l e n t r ie s ,  6, f i r s t  soprano, w ith  d u p lic a te  r e g i s ­
t r a t i o n  and a s im ila r  vowel sound. This overlap  o f soprano p a r ts  
i s  alm ost the  only d i r e c t  l in k  between the  f i r s t  and second 
s e c t io n s , fo r  the te x tu re ,  s e r i a l  te ch n iq u es , and n a tu re  o f ac ­
companying m a te r ia l change w ith  th e  so lo  soprano e n try .
The f i r s t  d is c o n t in u i ty  of row forms in  im ita t iv e  v o ices  
occurs h e re . The only row form spanning th e  s e c t io n a l  d iv is io n  
i s  th a t  appearing  in  the a l to  p a r t ,  whose l a s t  note i s  the  second 
no te  o f the  so lo  soprano e n try , E, measure 14. The p rev ious row 
form p a t te rn  is  in v e r te d , so th a t  o r ig in a l  and re tro g ra d e  in v e rs io n  
row forms a re  in troduced . The dux i s  assigned  to  th e  soprano so lo
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p a r t ,  a l l  o th e r  canonic v o ices  appearing In th e  accompanying 
m a te r ia l In  a u r a l ly  c le a r  Im ita tio n .
The words o f th e  te x t  a re  not in d iv id u a lly  enhanced v e r t i c a l l y ,  
bu t a re  s e t  o f f  im ita t iv e  re a c tio n s  in  the  accompanying m a te r ia l ,  
which appear in  corresponding  p a r ts  of the row form. The f i r s t  
word o f the  s e c t io n , " A lle ,"  i s  followed by a v e r t i c a l  ag g reg a te , 
h igh  s t r in g s ,  fo r t is s im o , measure 14, and the  s tro n g e r second 
word, "Glokken,," s e ts  o f f  two such a g g reg a te s , p itch ed  p e rcu ss io n , 
s fo rzando , and r e l a t i v e ly  low woodwinds, a lso  sfo rzando , both  in  
measure 15. "Die Herzen, w ollen  w ir lH u te n ," again  an e s p e c ia l ly  
m eaningful phrase  w ith  re sp e c t to  v o ic in g  c o n s id e ra tio n s , induces 
th e  p e a l- l ik e  rhythm ic, a r t i c u la t io n ,  and p i tc h  contour p a tte rn s  
a s so c ia te d  w ith  "L&uten" in  measures 7-8 . Here, the th re e  ac­
companying v o ic es  a re  assigned  to  p o te n t ia l ly  b e l l - l i k e  in s tru m en ts , 
so lo  f i r s t  v io l in ,  c l a r in e t ,  and muted trum pet in  exac t p i tc h - c la s s  
and rhythm ic canon w ith  so lo  soprano as the  dux, the d u ra tio n a l 
in te r v a l  of e n try  in v a r ia b ly  th re e  e ig h th  b e a ts . The canonic p ro­
cedure reach es  i t s  h e ig h t on th e  words "lH uten , o Menschen.'" One 
of the  in te n s i ty  peaks o f the  s e c tio n , m easures 18-19. The beginning 
of the  next sen tence o f t e x t ,  measures 20-1 , "Nimmer durch RHume" 
i n i t i a t e s  th re e  v e r t i c a l  ag g reg a tes , l ik e  the  beginn ing  of the f i r s t  
sen tence  — th i s  tim e, in  a re tro g ra d e  v a r ia n t  of the  p a t te rn  in  
m easures 14-5 ; h e re , woodwinds, p itched  p e rcu ss io n , and muted b ra s s , 
the  s t r in g s  re se rv ed  fo r  the  beginning of the next round of im ita tiv e  
m otives.
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The p a t te rn  im ita te d , e ig h th  note p lu s g race n o te , i s  in t r o ­
duced in  i t s  moat prom inent v o ic in g , measure 22, f i r s t  and second 
v io l in s  in  a fav o rab le  r e g i s t e r ,  fo r t is s im o , as p a r t  o f a la rg e r  
m o tiv ic  s ta tem en t. The fo llow ing im ita tio n s  a re  in  r e l a t i v e ly  
tame in s tru m en ts , in  m iddle r e g i s t e r :  v io lo n c e llo -b a s s  c l a r ln e t -
b asso o n -flu te -sax o p h o n e . The p a tte rn  i s  developed and Im ita te d , 
fo r t is s im o , m easures 25-8, in  s t r in g s  on ly , in  a sh o rt ep isode .
The syncopation  a t  th i s  p a tte rn  a n t ic ip a te s  the  rhythm ic 
c h a r a c te r i s t i c s  of th e  opening measures o f th e  next s e c tio n . The 
s l ig h t  s lack en in g  o f tempo, the  emphasis on l in e a r  m otion, and 
the somewhat w iry  so n o rity  of s t r in g s  in  a passage w ith  such 
v o ic in g  and te c h n ic a l  hazards m ain ta ins the  momentum n ecessa ry  
fo r  the  ex p lo siv e  e n try  o f the next s e c tio n , w ith o u t d e tra c t in g  
from the  l e t t e r ' s  unexpected fo rce .
Third  s e c tio n  (m easures 29-36)
This s e c tio n  begins a t  a peak o f in te n s i ty  matched in  th i s  
movement only  in  the  concluding m easures. The words used h e re , 
"Sturm l#uten muss nun d ie  Liebe.1" s e t  o f f  an o th er round o f p e a l-  
l ik e  im ita t io n , th i s  time h e av ily  doubled, u sing  a l l  in s tru m en ta l 
p a r t s ,  fo r tis s im o . The p e a l- l ik e  f ig u re s  and the  syncopation  
which g ive th ese  m easures much o f th e i r  fo rce  a re  a n tic ip a te d  in  
m easures 7-8  in  co n ju n ctio n  w ith  the word "LH uten," and much o f 
t h i s  s e c tio n  can be shown to  d e riv e  from those  m easures.
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There is  a g en era l re tu rn  to  the  p rocedures o f the f i r s t  
s e c tio n . The dux once again  appears in  the  second soprano p a r t ,  
follow ed by a l to  and so lo  s o p ra n o - f ir s t  soprano, and f in a l ly ,  
accompanying vo ice  (h o rn ). Although th e re  i s  an a l t e r a t io n  of 
the o rder of e n try  of p a r t s ,  the im ita tiv e  v o ices  de fin ed  by row 
form m ain ta in  th e i r  o r ig in a l  e n try  p a t te rn .  The f i r s t  and second 
e n t r ie s  a re  h e a v ily  doubled: second soprano, oboe, muted trum pet,
c e le s ta ;  a l to ,  E nglish  horn , trombone, h a rp . The so lo  soprano 
e n try  i s  unsupported and could conceivably  be covered by the  ac­
companying fo r tis s im o s  un less  care were taken  in  perform ance.
When the  f i r s t  soprano tak es  over th a t  l in e  in  measure 32, however, 
i t  i s  doubled, muted trum pet.
The doublings assigned  to  each p a r t  ag a in  g ive th a t  p a r t  
added c h a r a c te r i s t ic s  o f so n o rity . Excluding i n i t i a l  doublings 
which g ive th e  p ro p e r tie s  o f an a tta c k  to  the f i r s t  soprano is  
supported by th e  h igh , b r ig h t •tirab res of muted trum pet and f i r s t  
v io l in ;  second soprano, the somewhat more in te n se  but lower 
tim bres of unison  f i r s t  and second v io l in ,  oboe, and second 
v io l in ;  a l t o ,  by d a rk e r, lower s o n o r i t ie s  o f harp in  i t s  m iddle 
low r e g i s t e r ,  low s t r in g s ,  saxophone, and v io la .  These p ro g res­
sio n s  o f  s o n o r ity  r e f l e c t  the  decreasing  voluem of the s e c tio n .
There i s  an unusual amount of c ro ss ln g “o f canonic v o ices 
among p a r ts  in  the  neighborhood of the word "L ieb e ,"  measures 
31-2. The r i s in g  l in e s ,  c la r in e t ,  f l u t e ,  and f i r s t  soprano
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supported by trum pet in  the im m ediately fo llow ing  measures may 
r e f l e c t  the  upward leap  a sso c ia te d  w ith  "L iebe" in  a l l  vocal 
p a r t s .  This upward leap  i s  in  every  case th a t  o f a p e rfe c t 
fo u r th , an in te r v a l  of th e  row form r a r e ly  s tre s s e d  in  th is  
movement e lsew here.
A fte r  "L ieb e ,"  the  in s tru m e n ta tio n  th in s  ra p id ly . The s t r in g s  
a re  p laced in  the background, p iz z ic a to ,  measures 33-5, as they  
were a t  the  end o f the  f i r s t  s e c tio n . The prom inent tim bres in  
the  f in a l  measures are f lu t e  and c l a r in e t ,  the f i r s t  time in  
the  movement th a t  upper woodwinds have been used fo r  such g en tle  
purposes, here  a sso c ia te d  w ith  the  words "trifge und mUde." The 
m otives appearing  in  th e se  in s tru m en ts  in tro d u ce  some o f the  
m a te r ia l  used in  the f i f t h  s e c tio n  and provide an e p iso d ic  l in k  
to  th e  fo u r th  s e c tio n . In  th re e  m easures, the  dynamic le v e l 
drops from rhythm ic, accented fo r tis s im o  to  p ia n to , w ith  the  
s p e c if ic a t io n s  " e s p r ."  and " z a r t"  over q u ie t ,  s lu rre d  m otiv ic  
fragm ents.
F ourth  s e c tio n  (m easures 36-44)
This b r i e f  in te r lu d e  c o n s is ts  o f an accen ted , fo r te ,  but 
unsupported soprano so lo , to g e th e r w ith  seven separa ted  v e r t i c a l  
ag g reg a tes  in  accompanying p a r ts .  The words " s ie  bewege d ie  L u ft"  
may e x p la in  the  apparen t echoing e f f e c t  o f th ese  ag g regates .
The f.olo soprano e n try , l ik e  th a t  in  the  second s e c tio n , i s
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linked  to  th e  im m ediately preced ing  m a te r ia l by p i tc h -c la s s  and 
r e g i s t e r  d u p lic a t io n . I t s  f i r s t  two n o tes  appear in  the  f i r s t
soprano p a r t ,  m easures 35; i t s  next two, f l u t e ,  measures 35.
A ll fo u r row forms span th e  s e c t io n a l  d iv is io n . However, in  every  
o th e r r e s p e c t ,  th i s  s e c tio n  re tu rn s  to  the  techn iques used in  the  
second s e c t io n  and i s  u n lik e  the  preced ing  one.
The te x t  re a ff irm s  the  power o f Love: "he must not come lazy
and weary.' No, he must s t i r  a l l  the  a i r  . . . "  S t i l l ,  the  le v e l  
o f in te n s i ty  must no t r i s e  to  the  e x te n t th a t  the  beginning o f 
the  next s e c t io n , marked p ian issim o , "seh r ru h ig ,"  i s  obscurred . 
Hence, a p p a re n tly , th e  s o lu t io n :  The momentum of the  p r in c ip a l
l in e  i s  c a r r ie d  by th e  soprano so lo  w ith  alm ost no re in fo rcem en t 
from th e  th re e  im ita t iv e  v o ices  which accompany i t .  The most 
economical way to  accomodate th ese  th re e  v o ices  i s  to  compress 
them in to  v e r t i c a l  ag g reg a te s .
I t  m ight be sa id  th a t  the  whole of the  th ir d  and fo u r th  
sec tio n s  a re  no th ing  bu t echoes o f "StUrm lButen," m easures 
29-30. S im ila r ly , the  v e r t i c a l  agg regates o f the fo u r th  s e c tio n  
may be echoes o f  the f i r s t  v e r t i c a l  ag g reg a te , measure 37, the  
only one which i s  s u s ta in e d , and the  fo u r th  one, measure 41, 
the  in te n s i ty  peak of the s e c tio n . The v o ic in g  p a t te rn  of these  
ag g regates i s :  so lo  s t r in g s -c e le s ta - h a r p -p iz z ic a to  s t r in g s -
a l l  w in d s -p iz z ic a to  s t r in g s -c e le s ta - h a r p -b ra s s ,  n e a r ly  a palindrom e.
The fo u r th  v e r t i c a l  aggregate  seems to  be a r e a c t io n  to  th e
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c re s t  o f a r a th e r  unusual m elodic l in e  w ith  re sp e c t to  W ebern's 
l a t e  s ty l e ,  m easures 40-2 . The soprano so lo  p a r t  co n ta in s  th re e  
co n secu tiv e  r i s in g  I n te r v a ls ,  followed by four consecu tive  f a l l i n g  
I n te r v a ls ,  th e  whole spanning more than  two o c tav es . The r e l a t i v e ly  
slow pace of th e  f a l l i n g  p o r tio n , successive  q u a r te r  n o te s , makes 
th e  l in e  p a r t i c u la r ly  n o tic e a b le  a u ra l ly ,  accen tu a tin g  th e  words 
" in n e rs te n  S c h la f ," whose meafting w ith  r e la t io n  to  th e  te x t  o f 
the  second movement makes t h e i r  s e t t in g  Im portant h ere .
The th re e  fo llo w in g  v e r t i c a l  aggregates a re  evenly  spaced 
rh y th m ica lly , and provide a sh o rt episode between s e c tio n s .
During t h i s  ep isode th e  dynamic le v e l drops, sh a rp ly , and th e re  I s  
ag a in  a s l ig h t  r i t a r d .  The lo n g es t d u ra tio n  of s i le n c e  in  the  
e n t i r e  movement, th a t  o f an e n t i r e  6/8 m easure, s ep a ra te s  the  
fo u r th  and f i f t h  s e c tio n s .
F i f th  s e c tio n  (m easures 45-59)
T his s e c tio n  c o n s is ts  o f chora l e n t r ie s  w ith  accompanying 
m a te r ia l .  The f i r s t  h a l f  o f  th e  s e c tio n , m easures 45-51, i s  
re la te d  to  m a te r ia l  in  the  ep isode a t  the  end o f the th ird  
s e c tio n . I t  i s  calm, w ith  a preponderance o f s lu rre d  dyads and 
a low dynamic le v e l .  The second h a lf  of the  s e c tio n  c o n s is ts  of 
a crescendo to  fo r t is s im o , using  the  techn iques and m o tiv lc  
p a t te rn s  o f  the th i r d  s e c tio n . The gen era l form o f the f i f t h  
s e c tio n  can consequen tly  be derlvdd  m etam orphically  from a
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re tro g ra d e  of th a t  o f the th i r d  s e c tio n .
The o rd e r o f e n t r ie s  by im ita tiv e  vo ice  i s  ag a in  m ain ta ined , 
a lth o u g h  th e  o rd er o f e n t r ie s  by p a r t  i s  perm uted. The. e n try  
p a t te r n  fo r  th e  f i r s t  h a l f  i s  as fo llo w s: second soprano, f i r s t
soprano, a l t o ,  accompanying v o ice  (h o rn ) ; fo r  the  second h a l f ,  
so lo  s o p ra n o - f i r s t  soprano, second soprano, a l t o ,  s im ultaneous 
accompanying v o ice  ( f i r s t  and second v io l in s ) .  The row forms 
of the  f i r s t  s e c tio n  a re  invoked, w ith  a r e tu rn  to  th e  overlap  
p a t te r n  In  : R n  + 1 : I  n + 10. There i s  a com plete d is c o n t in u i ty  
of row forms in  a l l  im ita t iv e  v o ices  a t  the  beg inn ing  o f measure 
45, th e  only such d is c o n t in u i ty  in  th e  e n t i r e  movement .
The w ords, "Komme durch d ic h te s te s  Dunkel" a re  accompanied by 
r e l a t i v e l y  dark  tim b re s , w ith  an exac t l ig h te n in g , v o ice  by v o ic e , 
o f th e se  tim bres as th e  words, "und lege  d ie  Toten zur Ruhe," 
beg inn ing  near measure 49, appear. The change in  tim bre i s  marked 
by two harm onics, h a rp , a t  th e  end o f measure 48 and measure 49, 
the  f i r s t  harp harm onics in  the  movement. Before t h i s  p o in t ,  the  
f i r s t  soprano p a r t  i s  doubled by saxophone; a f te rw a rd s , by c l a r in e t .  
The change in  the  doub ling  accompanying th e  second soprano i s  E ng lish  
horn-oboe; the  a l t o ,  muted t ru m p e t- f lu te ; th e  accompanying v o ic e , 
h o r n - v io lo n c e l lo - c e le s ta - f i r s t  v io l in .
In  c o n tra s t  to  th e  r e s t  o f th e  movement, the  rhythm ic and 
a r t i c u l a t i o n  p a t te rn s  a re  n e a r ly  co n stan t and do l i t t l e  to  support 
the  m e tr ic  p u lse . The e x te n t of p itc h  con tours i s  r e l a t i v e ly
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minimal ao th a t  changes in  d i r e c t io n  a re  sc a rc e ly  n o tic e a b le . The 
th re e  ch o ra l p a r ts  a re  in  s t r i c t  rhythm ic and a r t i c u la t iv e  canon, 
a t  the  d u ra tio n a l In te rv a l  o f  th re e  e ig h th  b e a ts . S im ila r p a r ts  
o f the  row form are t r e a te d  alm ost Id e n t ic a l ly ,  so the  canonic 
use i s  a u ra l ly  c le a r .
At measure 49, d e sp ite  the  lig h te n in g  of s o n o r ity , the  
dynamic le v e l r i s e s  on ly  s l ig h t ly .  The l a s t  appearances of the  
words "Dunkel" and "Toten" a re  accompanied by b r i e f  so lo s , 
v io lo n c e llo  and f i r s t  v io lo n , re s p e c tiv e ly . VToten" a lso  occurs 
s im u ltaneously  w ith  the  marking "morendo" in  a l l  p a r t s .  The next 
im portan t word, "Ruhe," measure 52, i s  accompanied by a p ian issim o  
high  A in  the  trum pet, which im m ediately crescendos to  molto 
f o r te .
This A marks the beginning  of the second h a l f  o f the  s e c tio n , 
the  concluding measures o f th e  movement. I t  i s  im m ediately 
rep ea ted  in  the  same r e g i s t e r  by so lo  soprano on the  word "wache," 
a ls o  m olto fo r te ,  as the  f i r s t  of ano ther round of e n t r ie s .
The word "wache" invokes a l l  the  c h a r a c te r i s t ic s  a sso c ia ted  
w ith  the  word "Sturm lHuten" in  measure 29: h igh  dynamic le v e l ,
h e av ily  accen ted , d riv in g  m eter, swinging changes o f p itc h  d ir e c t io n ,  
s tro n g  doubling of a l l  ch o ra l p a r ts .  The f i r s t  occurrence of the 
word "Leben" co in c id es  w ith  th e  e n try  o f a l l  s t r in g s ,  measure 54, 
a t  which p o in t the  f u l l  s tre n g th  o f the  o rc h e s tra  i s  alm ost 
a t ta in e d ;  i t s  l a s t  occurrence co in c id es  w ith  the f i r s t  fo r tis s im o
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m arking, measure 55. The l a s t  phrase i s  re a l iz e d  and im ita ted  
as an e n t i ty ,  w ith  no one word re c e iv in g  s p e c ia l a t te n t io n .
The crescendo i s  helped by the  o rder o f e n try  o f the v a rio u s  
in s tru m en ts , measures 52-5: trum pet, saxophone, o b o e -c e le s ta ,
f lu te -h a rp ,  p iz z ic a to  s t r in g s ,  a rco  s t r in g s ,  Engllish horn. The 
r e - e n try  of trum pet and the  f i r s t  e n t r ie s  of trombone and horn 
a re  saved fo r  the emphasis o f the  l a s t  phrase in  the  syncopated 
p a t te rn  a sso c ia te d  w ith  "StUrm lHuten," measures 57-8, as i s  the 
woodwind doubling , f lu te -o b o e -c la r in e t .  This l a s t  doubling is  
th e  same as the one used in  th e  V a r ia tio n s , opus 30, to  mark the 
peak of in te n s i ty  in  v a r ia t io n s .
The trombone e n try , measure 57, i s  ap p a ren tly  in  e r ro r  (p la te  no. 
12461, page 32). I f  i t  were n o ta ted  in  te n o r c le f  r a th e r  than  
in  bass c le f ,  the  row form s tru c tu re  which i s  c o n s is te n t everywhere 
e ls e  in  the movement would be m ain ta ined , and the  p re sen t p a r a l le l  
f i f t h s  between trombone and harp in  th a t  measure which a re  not 
ty p ic a l  o f W ebern's m ature s ty le  would be avoided . A re c e n t com­
m unication  from Theodore P re s se r  Company to  th e  au th o r supports  th i s  
su p p o sitio n .
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